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ABSTRACT

“The Barrio Beautification Effect: “Utilizing Graffiti as A Tool to Build Resiliency, Resistance,
and Healing with Young Boys and Men of Color in Los Angeles
By:
Francisco Lopez
Master of Arts in Chicano and Chicana Studies
“The Barrio Beautification Effect,” departs from a community cultural wealth framework
and valorizes the medium of graffiti as a community cultural asset versus a deficit. A graffitibased mural program was implemented as a mechanism to uplift adolescent Latino boys and
other young men of color who have experienced economic hardships, violence, and systemic
marginalization in low-income communities. “The Barrio Beatification Effect” brought local Los
Angeles artists and workshops to Latino youth from Ramona Gardens and Legacy LA, a youth
development non-profit organization located in Boyle Heights. The program consisted of an
orientation, a virtual mural tour, and a graffiti mural design workshop. Through this project,
Latino youth were able to practice their artistic skills in a safe place. It provided them with the
opportunity to grow as individuals and create a positive outcome. Using ethnographic methods, I
conducted a total of six semi-structured interviews and collected additional data through field
observations. The results of this study unveiled a unique perspective on graffiti that is distinct
from the master narrative and also shed light on graffiti art and its practitioners. I found that if
the practice of graffiti is utilized with restorative intentions, it can open up avenues for grassroots
interventions that have the power to promote healthier communities in Los Angeles. The graffiti-
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based mural program promoted healing, resistance, and resiliency for youth of color who have
witnessed hardships in their lives.
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Introduction
In 2007 when I was 16 years old, I was tagging my crew’s name on a wall; South Gate
P.D. caught me. Instead of following proper procedures and reading the Miranda Rights, a police
officer grabbed me and handcuffed me, so I panicked. The next thing that I can remember is
seeing an officer shove my sister on the ground to handcuff her. While she was being
handcuffed, the police officer had his knee on her head. She was telling the officers not to hurt
me. I panicked even more, so the police officer put me in a chokehold until I fell unconscious.
As I was passing out, I heard people screaming, "Justice!" I woke up on the ground in an alley.
My hands were handcuffed to my legs; my shirt was ripped, my face was badly scraped and
covered with dirt since an officer had his knee on my face to hold me down. My older brother,
sister, and a few friends were also arrested. My older brother was tased three times. My brother
received a two-year sentence for violating his parole, my sister and friend were released the same
day and charged with assaulting a police officer, and I was released the same day without a
charge.
In 2015, after my older brother was released from jail, we decided to go tag (our crew
and crew name) on the concrete walls of the Los Angeles River. As we were exiting the Los
Angeles River through a path that led us to a residential neighborhood in the city of South Gate,
we were approached by gang members. They attacked us for tagging in their territory, and one of
them kicked my brother's head as if it were a soccer ball. Months after this incident, I reflected
on my lived experiences growing up as a graffiti practitioner. I asked myself, "Why is this
happening to us if all that we are doing is expressing ourselves in a nonviolent way? Why were
we targeted and criminalized by our community?"
After reflecting on these questions, I concluded that youth who had an interest in graffiti
lacked support. Therefore, I decided that I was going to develop a graffiti-based program for
1

youth who had little if any access to art galleries or art supplies. I told myself, "You are going to
develop an amazing graffiti program one day that will make a positive impact in the lives of
many youth of color in Los Angeles." Since then, I have focused on developing graffiti art
programs for inner-city Latino youth.
Graffiti is a controversial and complex subject. How does one define graffiti? Is graffiti a
crime? Does it depend on who is asked? As scholars have noted, the answers to these questions
are highly subjective. Graffiti and its practitioners have been devalued and criminalized by
society (Farrell, 1995; Dickinson, 2008; Latorre, 2008). To add to this, the criminalization of
young boys and men of color and the history of systemic racism, white supremacy, and
marginalization have tragically led to the school-to-prison pipeline (Seroczynski & Jobst, 2016).
Graffiti can also be defined as a form of self-expression, the release of an inner feeling onto a
wall or other objects. Furthermore, practicing graffiti has become a way to communicate, resist
authority, create community, and develop a self-identity (Farrell,1995; Lacktman, 2013; Latorre,
2008; Phillips, 1999).
Instead of criminalizing young graffiti artists, why not provide organized graffiti art
programs that allow them to express themselves? Art-based practices and interventions have
many psychological benefits, such as building confidence, self-expression, connection to
community, and being present in the moment (Bopp, Grebe, & Deny, 2019; Latorre, 2008;
Klingman & Shaleve, 2001; Kossak, 2009). In their work with racialized black identified men in
the United States, Lipscomb and Ashley (2018) argue for alternative healing spaces that are
culturally sensitive and center the lived experiences of people of color. They point out that men
of color who are experiencing grief due to loss, trauma, and the psychological impact of
oppression are less likely to seek counseling or therapy to treat mental health-related challenges
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than their White counterparts. There is some level of discomfort seeking or accessing mental
health support by men of color since seeking "help" could be seen as a sign of weakness
(Lipscomb & Ashley, 2018). For men of color, seeking mental health services continues to be a
difficult choice. Though the "Barrio Beautification Effect" does not provide traditional remedies
to mental health challenges encountered by men of color, it provided youth participants a nonclinical alternative that fosters psychological benefits, community building, and catharsis. The
goal is to honor the existing talent within communities of color and ultimately allow cultural and
community affirming interventions. Lipscomb (2020 & 2021) argues that “honoring-based
practices” center the experiences and narratives of the individual (i.e., men of color) (p. 81).
The "Barrio Beautification Effect" started in 2018 when I began working for a
community-based organization, Legacy L.A., as a program manager. As a program manager, I
established rapport with the community and youth that live in Ramona Gardens, a public housing
development. By establishing rapport with the Ramona Gardens community, I successfully
implemented a virtual graffiti-based program in 2020. The thesis is organized into six chapters.
Chapter One presents the focus and topic of this research study. Chapter Two is a review of the
literature on graffiti. Chapter Three provides an overview of critical race theory, the theoretical
framework that I utilized to analyze my data. Chapter Four explores the methodology utilized in
this study. I utilize a critical ethnographic method to document the way youth responded to the
program. Chapter Five presents the findings and reveals the benefits of a graffiti-based program.
Chapter Six closes with recommendations for future research on how graffiti arts programs can
be incorporated into adolescent diversion programs, clinical art interventions, career
development programs.
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Literature Review
Contemporary graffiti art has only been around since the 1960s, but in spite of its brief
existence, the literature available on this topic is abundant. This literature review includes a brief
history and definitions of various forms of graffiti, an analysis of the criminalization of graffiti
and graffiti artists, an overview of contemporary graffiti as resistance amongst youth, and the
benefits of graffiti on adolescents. A limited amount of literature explores the development of
contemporary graffiti art through a Chicanx perspective; scholarly research on how it is used as a
prevention and intervention strategy to engage young boys and men of color in urban cities, as
Los Angeles is scarce. The limited literature on the contributions that Chicanx graffiti artists
have made in urban communities throughout the United States is not accidental but a result of the
misleading narratives and silencing by dominant political and business discourse.
Contemporary urban graffiti is a form of expression and reaction to marginalization by
people of color. During the 1970s, the neo-liberal visions to beautify urban cities impacted
graffiti and graffiti practitioners, since this movement led to the racialization, criminalization,
and militarized control of the culture and its practitioners due to political and corporate
ideologies (Farrell, 1995; Dickinson, 2008; Latorre, 2008; Phillips, 1999). Dickinson (2008)
refers to this as the "War on Graffiti," as it opened up a new perception that criminalizes graffiti
and graffiti practitioners. Similarly, Farrell (1993) calls this process the “Clampdown.” Much of
the literature on graffiti focuses solely on the marginalization and criminalization of the art form
and practitioner’s perspectives of graffiti artists. There are limited studies that examine youth
graffiti-based programs.
Nevertheless, this work seeks to build from the foundation of existing literature and
research by illuminating how graffiti has evolved over time from illegal practices to legal
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practices, and how a graffiti-based program has the potential to uplift young boys/men of color
that live in a low-income community. Many studies show that practicing art has many positive
benefits that include self-expression, building self-esteem, confidence, and community (Bopp,
Grebe, & Deny, 2019; Latorre, 2008; Klingman & Shaleve, 2001; Kossak, 2009). So, it is vital to
understand how graffiti-based mural programs can influence inner-city youth in their process of
liberation and transformation.
Historical Analysis of Graffiti Art
Graffiti dates back to Paleolithic rock art and glyphs left in Egyptian, Mayan, and Greek
temples (Phillips, 1999; Christenson, 2018). The survival of ancient messages and symbols for
communal consumption compares to graffiti on walls. Though there is no explicit agreement on
the inception of graffiti as an art form, scholars compare graffiti and rock art (Phillips, 1999;
Latorre, 2008). In this sense, graffiti is seen as a prototype of rock art. Phillips (1999) explains
that rock art was legitimate and valued as an art form in its day, and rock art continues to be
valued by society today. On the other hand, graffiti is not. Graffiti and graffiti practitioners are
criminalized. Derogatory terms have been associated with graffiti such, "as hooliganism,
vandalism, and malicious mischief; as lashing out at society; as antisocial; as alienation; as
marking territory; and so on" (p.17). As society continues to frown upon graffiti, scholars argue
that this is a form of art and allows artisans to express themselves. However, there is still work to
do to legitimize graffiti as an art form.
Gang Graffiti
Gang graffiti is recognized in Los Angeles and practiced by Chicanx and Black gang
members (Phillips, 1999). "The claim for social and physical space as well as group identity are
important elements of gang-related graffiti" (Latorre, 2008, p. 101). Phillips (1999) calls gang-
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graffiti "Wall-banging", where gang members utilize the walls to gang bang, a term used to
illustrate the affiliation of a particular member of a gang. Gang graffiti can be practiced through
straightforward writing or through crossing out the writing of others; either activity enforces
relationships of power between gangs. Los Angeles is called the gang capital of the world;
Phillips (1999) states that, “For gangs, writing has become important because it has allowed gang
members to rigidify their systems, to concretize symbolic and territorial boundaries, and to
maintain connections over distances without actual contact" (Philips, 1999, p. 43). Graffiti
became a gang-related activity; it was a physical tool used to set boundaries in the streets.
Government officials, law enforcement, and community members often associate graffiti with
gang affiliation. This study explores the idea that not all graffiti is gang-related and analyzes the
benefits of graffiti when it is utilized as a youth enrichment activity.
Hip-Hop Crew Graffiti
Hip Hop or Crew graffiti was born in Philadelphia. Though no year is known, it made its
way to New York City during the late 1960s, where it evolved into what many of us know as
subway art or New York-style graffiti (Millar & Austin, 2001). This form of graffiti has changed
the artistic aesthetics of the urban world. Today it is recognized as a global culture. Millar and
Austin (2001) suggest that this form of graffiti was inspired by gang graffiti and the civil rights
movements. Brewer (1992) points out that hip-hop graffiti is very distinct from other forms of
graffiti and should not be confused with gang graffiti. In the hip-hop style of graffiti,
practitioners developed their artistic skills. Through the practice of graffiti, graffiti practitioners
rebel and protest against social norms.
Hip-hop graffiti practitioners use tags, throw-ups, and pieces. These forms of graffiti
styles are elements of hip hop (Brewer, 1992; Phillips, 1999, Lacktman, 2013; Farrell, 1993;
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Millar & Austin, 2001). A tag is done with one spray and one color. Although a tag is the most
basic form of graffiti, it is challenging to master because there is a need for speed. A throw-up is
a more elaborate form of a tag, but it is done through bubble or balloon letters. A throw-up
usually makes up two to three colors. A piece is the most complex form of graffiti. It technically
is a mural of letters that spell out the graffiti practitioner’s name. A piece can also obtain
characters or other symbols to amplify the art. Brewer (1992) further explains, “writers tend to
acquire most of their skills and basic knowledge of the Hip Hop graffiti culture through one of a
few mentor-protege relationships” (p.188). Therefore, the practice of graffiti is a collaborative
process. The East Coast in the 1960s was critical to the expansion of hip-hop and graffiti, which
led to a global culture that embraced this form of art. The origin of the hip-hop movement in
itself was a form of resistance and self-expression, and it became politicized just like graffiti has
evolved into a politicized space.
Does graffiti cease to exist if it is done legally? Phillips (1999) argues that graffiti art
ceases to be graffiti when it is legal. “Even though graffiti resembles many forms of legal
inscription and legitimate art through the ages, today it is inextricably linked with illegality”
(p.20). I agree that graffiti is linked with illegality but cannot agree that graffiti ceases to exist
when it is done legally. Some time has passed by since Phillips (1999) studied graffiti, and since
then the practice of graffiti has evolved. Today graffiti continues to be graffiti, even if it is done
legally. Since she wrote her book, many graffiti writers have paved the way for graffiti
practitioners to express themselves differently. Bloch (2012) explains that in Los Angeles,
graffiti murals are “a welcomed alternative to the “tagging” that had previously covered the
walls, they have been tacitly tolerated…” (p.111). This is significant because today it is common
to see graffiti style murals on public and private walls with permission. This shows that the
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practice of graffiti in some sense is being embraced on some levels. Lacktman (2013) states, “it
has been a lifelong battle trying to explain to people why graffiti is great and has a redeeming
quality. Perhaps we should celebrate this acceptance into modern society” (p. 18). I agree that the
acceptance of contemporary graffiti into modern society should be celebrated. Today there are
graffiti practitioners of color that are utilizing graffiti to give back to the youth. In this study I am
fortunate to have had three graffiti practitioners support me with facilitating the Barrio
Beatification Effect. This graffiti-based program fosters a legal approach to graffiti. The debate
in the world of graffiti is that it ceases to be graffiti when it is done with permission.
Nevertheless, today graffiti has evolved to a more public facing and decriminalized art form, and
graffiti is practiced illegally and legally.
The Criminalization, Racialization, & the Devaluation Process of Contemporary Graffiti
1970-1990
Most of the literature recognizes that graffiti and graffiti practitioners were not a social
problem in the United States before the 1970s (Dickinson, 2008; Farrell, 1993& 1995). In urban
cities such as Denver and New York, graffiti was constructed as a racialized and hypermasculine culture by the business and city government community. During the 1970s and 1980,
city officials and businesspeople in urban cities throughout the United States needed to develop
economic projects to manifest the neo-liberal vision that they had for the cities. According to
Farrell (1993 &1995) and Dickinson (2008), businesspeople, homeowners, and city officials
viewed graffiti as a culture and practice that devalued city and private property. Since graffiti and
graffiti practitioners were perceived in derogatory ways and viewed as an obstacle to neo-liberal
vision, systems were set in place to control graffiti and graffiti practitioners.
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Ultimately, young men of color,from low income communities, were criminalized and racialized
for their practice of graffiti.
Prior to the criminalization of graffiti practitioners, Farrell (1993) interviewed local
graffiti artists, and they claimed that there were times that the police caught them red-handed in
the act of decorating the walls with graffiti, and they did not get cited. There was little to no
enforcement shown by the cops. Nevertheless, the circumstances and views on graffiti changed
in urban cities such as Denver by the late 1980s. In Denver, they called it the "Clampdown"
(Farrell, 1993, p. 101), which started by the obliteration of the famous "Wall of Fame," a graffiti
wall that was significant to graffiti writers in the area. Ultimately, this paved the way for city
officials and community members to develop the “Denver Anti-Graffiti Campaign.” Corporate
interests and ideologies shaped the campaign's direction and the policies to stop graffiti (Farrell,
1993; Dickinson, 2008; Latorre, 2008; Phillips, 1999). House owners and city officials, and
businesspeople argued that graffiti was a problem because it lowered property values and cost
businesses thousands of dollars to remove it. People in positions of power such as homeowners,
city officials, and businesspeople perceived graffiti as a social issue and developed a derogatory
language to construct images of graffiti and graffiti practitioners.
Denver struggled to pass laws against graffiti; nevertheless, in 1989, the state legislature
passed as part of House Bill No. 1335, a stipulation that targeted gangs and gang activities
(Farrell, 1993). Graffiti writers that were caught tagging and not gang members were charged
with the penalty. First-time offenders were charged one thousand dollars and up to a year in
prison (Farrell, 1993). Very similar to past scholars, this work argues that the strategies and
considerable amount of funding allocated in every major city to control graffiti have been
ineffective since urban graffiti continues to make up most of the visual art in public spaces.
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In the early 1970s, New York encountered a fiscal crisis and reconstruction that led to
the systemic racialization and criminalization of graffiti practitioners (Dickinson, 2008). New
York’s attempt to build up its economy brought politicians and businesspeople together to
strategize ways to attract middle-class communities. According to government officials, graffiti
became an issue to the city's neoliberal developmental vision. City officials saw this as an
opportunity to push out the poor and working-class by framing graffiti as a problem to the neoliberal vision that city officials and businesspeople had for the city. Instead of developing an
anti-graffiti summit, city officials in New York used the broken window theory effect. The
broken window theory concept suggests that petty crimes encourage serious crimes. This created
a public fear based on the claim that graffiti would eventually open up the door to more serious
crimes (Herbert, 2001). The public fear developed by city officials began the “War on Graffiti”
in New York in 1972. The Transit System's graffiti art erasure by city officials was a blow to
New York City's graffiti community as the transit system was a canvas for graffiti artists.
These anti-graffiti movements throughout the United States resulted in the erasure of
graffiti work in urban spaces at the cost of vast amounts of taxpayer dollars.In New York, over
20 million dollars were invested in chemicals to remove graffiti from the well-known “Third Rail
Trail” (Dickinson, 2008). Farrell (1993) illustrates that in Denver, the erasure of famous
masterpieces on the “Cherry Creek Bike Trail” done by the local graffiti artists Z13, Eye Six, and
Voodoo also signified the physical displacement of the culture of graffiti. At the time, these
graffiti artists described the Cherry Creek Bike Trail as the “Wall of Fame” because many
graffiti practitioners painted there. Hotlines, anti-graffiti programs, and neighborhood
surveillance aided in the erasure of early graffiti. According to Farrell (1993), “The yearly cost
of Denver anti-graffiti eradication effort, for example, is estimated at between $350,00 and
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$1,000,000” (p.146). To add to this, in 1989, the cost for graffiti removal in the US is estimated
to exceed $4,000,000,000 annually (Beaty & Cray 1990; Demoro,1989; Martinez, 1989).
Though there is much effort to control graffiti and graffiti practitioners, the urban landscape and
public imagery on the freeways and walls done by graffiti practitioners still thrives.
Graffiti and youth subculture as a form of Resistance
Farrell (1995) argues that contemporary graffiti in urban communities is defined by
controlling public space and fractured communities' marginalization by authority. The scholar
describes graffiti as a subculture that creates a disruption against the privatization and control of
space by the authority since graffiti writing is a collective activity that reclaims public space at
the risk of aggressive criminalization. He calls it the "dance of authority and resistance" (p.82).
While having this anti-authority drive, graffiti artists create other forms of resistance through
their collective conversations with each other that is accessible to the public (Elridge, 2013).
Most importantly, Farrell (1995) suggests that graffiti provides youth a robust alternative process
of forming personal identity and gaining status.
For the purpose of my research, my literature review will center around the term overt
and transformational resistance. Both targets and observers recognize overt resistance as
resistance and, further, is intended to be recognized as such (Hollander & Einwhoner, 2004).
Solorzano and Bernal (2001) examine transformational resistance through a Chicanx youth
perspective on a similar note. One of the elements of transformational resistance is called
external resistance. Solorzano and Bernal (2001) argue that individuals who engage in this form
of resistance have a "conspicuous and overt type of behavior, and the behavior does not conform
to institutional or cultural norms and expectations" (p.325). Although their analysis of resistance
is focused on an academic setting, graffiti can also be understood as a grassroots form of youth
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resistance. This work argues that youth graffiti art is overt resistance and transformational
because its practitioners are non-conforming to hegemonic cultural values and rooted in a nontraditional form of expression.
Furthermore, Pugh (2015) suggests that graffiti has been used as a political tool by
protesters and residents to build political consciousness and address societal inequities. Through
examining the Berlin Wall, Pugh (2015) argues that the graffiti done by youth throughout the
protests was a spatial intervention and resistance towards the exclusion from urban governance.
The Berlin Wall was significant because it divided two countries, and it was a perfect location
where graffiti practitioners could express their political opinions. As Pugh (2015) analyzes the
protests in Berlin, he points out that the protestors were explicit with their visuals and graffiti,
“which at times borrowed phrases from propagandistic rhetoric, thereby linking their critique of
housing with a critique of Western policies as a whole” (p. 427). Graffiti, along with street
demonstrations, hip-hop block parties, and the squatter movements in cities like New York, São
Paulo, and West Berlin are all examples of individuals’ attempts to remake urban space and the
urban experience. These street demonstrations are efforts for the graffiti practitioner and for the
other city residents who take part in or witness the effects of urban governance (Farrell, 1995;
Pugh, 2015; Iddings, McCaffetery, & Da Silva, 2011). Graffiti continues to transcend not only as
a form of art but as a tool used by youth to spread political awareness in their cities.
The benefits of Graffiti on Youth: Arts and Positive Transformation
Today, contemporary graffiti is practiced by all ethnic groups throughout the world in
urban cities. Based on the research on graffiti, this research focus goes beyond the United States.
The benefits of graffiti are international. However, there are limited studies that highlight how
people of color utilize graffiti in adolescent art-based programs, the few studies that are visible
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express that graffiti can contribute to psychological health and wellness as an art practice. These
elements include healing, mindfulness, building community, self-identity, self-expression, and
self-confidence (Bopp, Grebe, & Deny, 2019; Latorre, 2008; Klingman & Shaleve, 2001;
Kossak, 2009). Since the practice of graffiti has expanded internationally, there is a need to
explore the benefits of graffiti as a positive intervention more in-depth.
Klingman & Shaleve (2001) explain how youth utilized graffiti in Israel as a coping
mechanism to grieve their prime minister's loss. The youth dealt with the loss by putting together
graffiti paintings and candle lighting at the assassination site. According to Klingman & Shaleve
(2001), the youth and the community were in pain. They stated that "The graffiti seems to have
been a valuable vehicle for accessing and containing intense grief as well as for strengthening the
bonds of individual writers with the community, thus enhancing the connection with the society
in general" (p. 417). These scholars argue that youth crave rituals that provide the space for them
to express intense feelings. Developing a graffiti memorial became a ritual that created a sense of
individual identity, togetherness, belonging, and solidarity. This form of artistic expression
guided the youth to actively search for meaning and thus contributed to coping more effectively
with the trauma of loss and the feeling of confusion.
In addition, modern and contemporary U.S. Latinx and Latin American art scholar
Latorre (2008) indicates that urban graffiti art is a form of expression that reclaims and develops
self-identity through the use of space. She adds that this art form best communicated the
instinctive and harsh nature of the people of color's urban experience and is a "reaction against
their individuality and humanity that indigenous and African-descent peoples have historically
suffered" (p. 131) as a result of colonialism and racism. Latorre (2008) illustrates how the
aesthetics of indigenous imagery influence Chicanax urban graffiti. Her research suggests that

13

indigenous imagery in graffiti art illustrates cultural capital and the reclaiming of pre-conquest
indigenous culture. These expressions done by graffiti practitioners challenge dominant
discourse. Seeing their names on the walls in public spaces offers spiritual and healing medicine
to the history of colonialism (Latorre, 2008).
Furthermore, Kossak (2009), an art-based practitioner, argues that art-based interventions
can support individuals to stay balanced, focused, and be present to the moment. Scholars
illustrate the transpersonal aspects of arts-based therapy and reveal that utilizing the arts opens
up an environment where two individuals can enter into the synchronistic flow or therapeutic
attunement with each other. Therapeutic attunement is "the ability to stay centered, aligned,
present, and alert to the moment that helps to create a therapeutic connection" (p. 13, Kossak,
2009). According to Kossak (2009), this connection between two individuals, in this case, a
therapist and a client, builds trust and empathy. Being attuned with another person allows for the
healing process to take place. Other studies reveal that adolescents labeled at-risk can benefit
from art programs since they provide opportunities to build community, develop cognitive skills,
improve self-esteem, and allow for self-expression (Wallace-DiGarbo & Hill, 2010). A nonclinical at-based intervention also has the potential to provide these benefits (Wallace-DiGarbo
& Hill, 2010; Bopp, Grebe, & Denny, 2019; Gallagher, & Renner, 2020).
Theoretical Framework Community Cultural Wealth
I argue that graffiti-based programs and graffiti practitioners are a community asset.
Graffiti-based programs have the potential to uplift young boys and men of color that have
witnessed racism and live in low-income communities. I utilized a critical race theoretical (CRT)
framework to make sense of the youth interviews and their participation in the "Barrio
Beautification Effect" graffiti-based program. I looked outside of traditional student development
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theories and into theories that people of color have developed. According to Yosso (2005), CRT
moves research away from viewing communities of color as locations full of disadvantages and
"instead focuses on and learns from the array of cultural knowledge, skills, abilities, and contacts
possessed by socially marginalized groups that often go unrecognized and unacknowledged" (p.
69). In short, CRT was developed by and for people of color to analyze marginalized viewpoints
and promote social change.
One of the branches of CRT that I am utilizing is "Community Cultural Wealth,"
developed by Yosso (2005). This is a branch of CRT that came from the notion that there are
different forms of cultural wealth such as aspirational, navigational, linguistic, social, resistant,
and familial capital that people of color have that make them resilient. Yosso's "Community
cultural wealth framework extends Bourdieu's (1986) cultural capital framework. Bourdieu's
(1986) concept of cultural capital focuses on the cultural resources valued by middle and upperclass communities. People that worked in school assumed that "People of Color' lack' the social
and cultural capital required for social mobility" (Yosso, 2005). According to Valenzuela (1999),
this point of view has caused institutions to believe that people of color are "disadvantaged" and
lack the necessary knowledge, social capital, and social skills. This interpretation by institutions
does not acknowledge the experiences of people of color. It sees people of color as inferior and
pushes the agenda of white anglo supremacy. Yosso (2005) challenges the misinterpretations of
Bourdieu's cultural capital framework. She recognizes that communities of color have cultural
capital forms that have allowed them to resist and survive. Through her concept of community
cultural wealth, Yosso (2005) expanded the scope of cultural capital that is relevant to people of
color.
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The goal for CRT scholars is to challenge the "master narratives" developed by white
privileged individuals who view people of color through a deficit lens. These "master narratives"
are challenged with "counterstories" that CRT scholars use to voice the narratives of
marginalized communities. Master narratives "are stories that carry layers of assumptions that
persons in positions of racialized privilege bring with them to discussions of racism, sexism,
classism, and other forms of subordination" (Solorzano & Yosso, 2002, p. 28). These stories
inflict racism and oppression and silence people of color's experience. In this research study, the
majoritarian narrative developed by businesspeople and city officials criminalized and developed
derogatory labels on graffiti and graffiti practitioners. According to Solorzano & Yosso (2002), a
counterstory can be described as a method of telling the stories of those whose experiences are
not often told (i.e., those on society's margins). "A counterstory is also a tool for exposing,
analyzing, and challenging the majoritarian stories of racial privilege" (Solorzano & Yosso,
2002, p.32). Counterstories are vital in my research since the participants' stories about their
experience with graffiti and the "Barrio Beautification Effect" tell a different story, which moves
away from master narratives that stigmatize graffiti and graffiti practitioners.
Conclusion
This literature review captures characteristics and the origins of contemporary graffiti art,
the criminalization of graffiti and graffiti writers, and how graffiti art has been used as a tool of
resistance by communities of color and points out the benefits of graffiti and art-based
interventions on an individual. Most of the research that looks at urban graffiti provides a great
deal of knowledge that illuminates the culture's complexities. Studies also capture the thought
process that shapes graffiti's misconceptions to be seen as nothing else but a crime. Nevertheless,
existing research lacks substantial analysis of youth graffiti-based programs in Los Angeles. A

16

few studies explore how graffiti-based interventions have been utilized as non-clinical
therapeutic remedies that provide youth of color that live in low-income communities ways to
express themselves and build resiliency. The gaps in past research on this topic open up a door
for future research on graffiti-based interventions that can contribute to positive youth
development and a positive view of graffiti art and its adherents.
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Methods
Critical ethnography recognizes the ethical responsibilities, sense of duty, and
commitment based on moral principles to contribute to changing living conditions and
challenging the status quo (Madison, 2005). I used ethnographic methods to explore how
cultural, historical, and ecological contexts affect lived experiences and "how social
processes...within a setting create norms, ultimately shaping personal stories and community
narratives" (Case, Todd, & Kral, 2014, p. 62).
To be pragmatic, I applied Madison's (2005) approach and developed various
relationships in the community. A critical ethnographic approach was essential to this study
because it disrupts the status quo and guides researchers to create transformative knowledge that
strives for social justice. A critical ethnographer centers the voices of those who have been
marginalized, which I was able to accomplish in this research. On top of centering the voices of
the participants, I made myself visible in the community. The community needed to know who I
was because it provided them with the agency to welcome me as a researcher, and this added
another level of connection that facilitated my ability to do my research. Although painting the
graffiti mural did not happen, building these relationships was not a waste of time. I made
connections and built networks, and carried out the program virtually.
My intent is not to replicate oppressive forms of research that have historically
commoditized and exploited the oppressed practices; I used critical ethnographic research
methods. I conducted interviews with the adolescent Latino boys and young men who
participated in the "Barrio Beautification Effect," a graffiti program that I designed to collect
data. I also took notes during the workshops and other interactions in the community. In order to
tap into the strengths of the community, the graffiti-based program needed to center the youths'
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voices; therefore, throughout the art program, the eight participants were invited to give their
input by sharing their lived experiences and artwork. The participants utilized their personal
experiences and illustrations, which actively influenced the graffiti mural design developed in
the art program.
Providing participants the power to influence the mural design was crucial because it
empowered the participants to take ownership of their work. Whenever possible, I attempted to
share power and avoid asserting complete control over the art that they produced. I developed a
collaborative process that "engages many voices into the process and assists in developing a
group consensus about the goals, process, and interpretation of studies" (Diaz & Mora, 2005,
p.6). Participants in this study were told that they were going to meet local graffiti artists and
have the opportunity to contribute to a mural design during the project. This research allowed the
participants to use their voices as a testament to their struggles and strengths to create a
collective mural between the participants and artists, as participants were encouraged to express
their talents through graffiti. The youth felt safe to share their lived experiences with the artist
and me through a graffiti-based practice. My approach was concerned with the production of
knowledge, healing, and building cultural resistance and resilience among adolescent Latino
boys and young men of color. Developing trust between the participants and me was critical to
carry out a successful project.
Initially, the graffiti-based program was expected to be face-to-face and included
implementing and painting a graffiti-mural located in the community where the participants live.
However, due to the COVID-19 pandemic and CSUN's modifications to research protocols, the
research practices were moved to a remote platform. The Zoom platform was used to engage the
youth remotely for the virtual graffiti-based program. Zoom was also used to conduct the
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interviews with participants without the expense of mailing or in-person data collection. Given
the circumstances, the Zoom platform was easy to use, provided many advantages, and was a
viable alternative.
Research Methods
Setting
Entre, Rapport, and "Insider-Outsider" Considerations
I know the risks that youth take to express themselves in the streets. As a former graffiti
practitioner, it was significant for me to provide youth with guidance not to encounter the same
obstacles. My brother, friends, and I utilized graffiti as a form of expression and an alternative to
gangs. Though graffiti was a nonviolent way to escape and cope with the stress of living in a low
income-community and getting involved with gang activity, my actions were criminalized.
Graffiti crews are criminalized by law enforcement agencies and associated with a gang-related
activity. All the while, gang members see graffiti crews as a territorial threat. I learned this from
experience as a teenager and a young adult through getting brutally beaten up by police officers
and gang members.
I share similar intersectionalities with the participants: Los Angeles born raised, Mexican
descent, and working-class background. Since then, I have worked with youth that reminds me
of me. I have connected and collaborated with local graffiti artists to create a series of graffiti
murals throughout Los Angeles. As an assistant special education teacher, I had the opportunity
to work with youth during the academic year at Excel Charter Academy from 2015 to 2018.
Here, I created the Inner-City Wolves, an extra-curricular club available to male students. Inner
City Wolves' mission was to provide leadership and team-building opportunities for boys
through peer support meetings, sunrise hikes, and fundraise for the year-end mural painting
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event. The youth from the Inner-City Wolves created two community graffiti murals. Local
graffiti artists, teachers, parents, and students collaborated to create these works of art. The youth
painted one mural on the school campus and the other on a grocery store within two miles from
campus. These two graffiti mural efforts were the inception of the "Barrio Beautification Effect."
The murals remain at the school grounds and the grocery store. Despite leaving Excel Academy,
I remained in contact with participants of the Inner-City Wolves. I now serve as Program
Manager for Legacy L.A., a community-based youth development non-profit organization
located in Boyle Heights. I oversee the Gang Reduction and Youth Development, Multi-Cultural
Arts, and the Middle School programs with the community of Ramona Gardens, a public housing
development.
In my new position, I felt hesitancy and resistance from Legacy L.A. staff who
previously lived or live in Ramona Gardens. Staff showed vigilance because they were
previously tokenized by individuals who had no life experience growing up in public housing
development. Since I was not raised in Ramona Gardens, I was considered an outsider.
Nevertheless, staff acknowledged my expertise in graffiti-based projects and my previous
experience working with Latino boys and young men. I had to acknowledge that though I am a
Latino male who grew up in a low-income community, I never lived in a public housing
development. I had to navigate as a guest who had to earn the credibility of staff and the youth
alike. I appreciated the strong community identity that the Ramona Gardens residents and
Legacy L.A. staff had with one another: about fifty percent of Legacy L.A. staff were raised in
Ramona Gardens and have strong ties to the youth. I had to be intentional not to step over any
boundaries.
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I learned where the resistance to outsiders came from firsthand during my first month of
employment at Legacy L.A. I had the idea of developing a partnership between a local high
school and Legacy L.A. That partnership required me to bring the newly hired principal to the
organization and meet key staff and have a community tour of Ramona Gardens, intending to
benefit our youth that attend the high school. However, staff denied my request and informed me
that my actions could be viewed as tokenizing the housing development residents. It was a
learning experience that I take to heart, as I am completing my graffiti-based project research
within the same community. In the last three years, I have been mindful of my position and how
I engaged in the community. Through my active engagement in existing programming and by
volunteering for additional duties, I gained the trust of my co-workers. I coordinated monthly
sunrise hikes, provided academic support opportunities for participants, and brought facilitators
to host a young boys/men rites of passage program, a father talking circle, and spoken word
events.
Once a month, I would pick up a group of Legacy L.A. participants at 4:30 am and take
them to Griffin Park to do an eight-mile hike. In order to support the youth academically, I
would visit their schools, build relationships with their principals, teachers, and counselors. The
rites of passage program included a total of eight workshops that explored different ways that a
person could live a healthier lifestyle and examine what it means to be a boy transitioning into
manhood. The fathers that participated in the talking circle received the opportunity to explore
fatherhood with a psychotherapist and practiced ways to reduce stress through ten-minute
meditations. Lastly, the youth that participated in the spoken word program participated in a
series of workshops that prepared them to create a poem and perform it in a spoken word event at
Legacy L.A. By working one-to-one with youth; I gained a better understanding of who they are;
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in turn, they learned about me. All the interactions over two years strengthened my relationship
with youth who were potential participants in the "Barrio Beatification Effect" program. I built
relationships with local stakeholders such as schools, the Boys and Girls Club, Community
Safety Police, Gang Intervention providers, and the Resident Advisory Council (RAC). I
attended community meetings, met with school principals, and maintained a presence. I
ultimately gained staff's trust by learning from this experience and have ultimately received
approval to conduct my study on the "Barrio Beautification Effect" from Legacy L.A. staff.
Since March 2020, due to the COVID-19 pandemic and county shelter-in-place
regulations, communication with participants has occurred online. I intended to create a
community mural event before shelter-in-place regulations. To be practical, I applied Madison's
(2005) approach and developed various relationships in the community. A critical ethnographic
approach was essential to this study because it disrupted the status quo and guided me as a
researcher to create transformative knowledge that strives for social justice. A critical
ethnographer centers the voices of those who have been marginalized. I listened to the
participants' lived experiences, and they took an active role in the art-based program. Their input
guided the graffiti mural designed in the program. Although the painting did not happen,
building these relationships allowed me to be an effective youth mentor, and this facilitated the
research.
Ramona Gardens
Ramona Gardens, known initially as Ramona Village, is the first public housing
development in Los Angeles in Boyle Heights (Parson, 2005). The 32-acre development was
established in March 1940 in the city of Los Angeles. And consists of almost 500 units in
approximately 100 buildings. The City of Los Angeles Housing Authority is a federal program
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designed to provide affordable housing to U.S residents established by the Housing act of 1937.
During this time, people demanded affordable housing, employment, and living conditions.
These circumstances triggered the Harlem riots in 1935, which paved the way for implementing
the Housing Act of 1937.
Los Angeles housing and social life mirrored conditions in Harlem. According to Parson
(2005), "In 1937, 30 percent of all dwelling houses in Los Angeles had no inside toilet, 50
percent did not have a bathtub, and 20 percent were considered unfit for living" (p. 14). The
housing crisis forced city officials to re-think what housing development would look like in the
U.S. In the early to mid-twentieth century, Ramona Gardens was recognized for its community
and Mother's clubs, which guided community members to foster a culture of care for their
children. Nevertheless, according to Parson (2005), "Ramona Gardens was not an ideal
community for everyone. In order to protect their homes from malicious mischief of the
"Murchison street gang," tenants were forced to form committees of guards and watches" (p.42).
Till recently, "Ramona Gardens has been historically plagued with the impact of severe
disenfranchisement and marginalization. The community has been infamous for its ties to gang
life, violence, and police suppression. This history, coupled with a continual lack of resources,
creates an environment where success becomes incredibly challenging. This is especially evident
in the disparities of educational attainment. More than 50% of the neighborhood's youth drop out
of high school (Healthy City, 2016). And of those in college, only 4% graduate (Healthy City,
2016).
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Legacy LA
Legacy L.A. is a community-based, nonprofit organization focused on youth
development, located in Boyle Heights and founded in 2007. The organization's mission is to
make positive interventions in young people's lives by offering alternatives to gangs and
violence. Operating in a 50,000 square-foot 1950s Armory building, Legacy L.A. provides
multifaceted youth programs focused on advocacy, empowerment, service learning, education,
and culture. The organization serves more than 300 participants annually. Lou Calanche, the
founder and executive director, states that Legacy L.A.'s work is guided by the belief that all
youth have the potential to succeed and have the ability to be champions for themselves and their
community. The facility where the organization is located is a vacant\military armory. The threat
of being purchased by the University of Southern California inspired Lou and her mother to
organize a group of mothers from the Ramona Gardens projects through a grass-roots effort
because they felt that the vacant armory was better suited to be a youth development
organization. The women advocated and claimed the location through city council meetings.
Mothers expressed the desire for their children to have access to quality education, youth
mentorship, and improved relationships with police officers since there was a history of police
brutality in the community.
Project Design
Outreach Strategy
During the period from late 2018 through early 2020, I notified youth about my research
study. I promoted the research and project with flyers, social media posts, and the support of coworkers working with youth from Legacy L.A. through internet-based programming. I
collaborated with three local graffiti artists that are connected to the South-Central Arts network.
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These artists were an instrumental element of the art-program as they shared their stories and
past work with the participants, and they facilitated a virtual workshop to give youth the basic
understanding of designing a collective mural.
Participants
Participants in the "Barrio Beautification Effect" had to be male, ranging within the age
of 13-24 years, Legacy L.A. participants, and living in the Ramona Gardens public housing
development. Although women contribute to graffiti and witness hardships like their male
counterparts, the focus of my study was on boys and young men. I recognize Crenshaw's (2015)
argument on how women of color witness double marginalization. For example, "My Brother's
Keeper," an initiative launched by ex-president Barack Obama in 2014, addresses opportunity
gaps facing young boys and men of color but not women of color. Crenshaw (2015) states, "the
overall emphasis on lifting up at-risk youth takes a backseat to the prioritization of boys," which
leaves the women out of the equation. I understand that this is a massive limitation for my study.
My experience and expertise working with young boys and men and my experiences as a
male-identified individual informed the research project. I have noticed that young boys and men
begin to disengage from school and positive activities if they lack male role models. Usually,
when adolescent Latino boys and young men lack positive role models, they drift into unhealthy
behavior. For example, dropping out of school, consuming alcohol or other substances, or
turning to gangs. In his studies, Huerta (2019) states, "Latino boys and young men often carry
the debt of violence into different spaces. This invisible trauma manifests into disruptive
behaviors in schools" (p. 94). In 2014, homicides made up 20% of deaths for Latino male youth
and young adults in the United States, ages 15–24 (Huerta, 2019). This becomes an issue because
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young men of color become victims of their society, which does not allow them to reach their
full potential.
Consent Form Process
To keep participants and me safe during the consent form process, I avoided any inperson interaction. Interested participants contacted me via phone or email. I communicated with
parents via phone to give them an overview of the project and the consent form. After I spoke
with minors, parents, and adult participants, I emailed them consent forms and information
packets. They electronically sent me a picture of the signed consent form or submitted the
documents to Legacy LA's mailbox located in Boyle Heights. I left the consent forms and
information packets at Legacy L.A.'s front office for participants who did not access a printer at
home. They scheduled a meeting with office administrators to pick up the documents. These
participants sent me a picture of the signed consent forms. Adult subjects contacted me via phone
or email to notify me and went through a similar process as the minors, but without a parent's
accompaniment. Once I collected all of the documents, I stored them in a locked box at Legacy
L.A. All of the electronic submissions will be printed out and held in a locked box at Legacy
L.A. I deleted the electronic messages with signed consent forms for confidentiality purposes.
Selecting Artists
Artists were selected for their potential to influence communities and inspire young
people to believe and manifest their dreams. I chose them based on their longevity in practicing
graffiti and their community recognition. Artists brought a level of expertise aligned with the
"Barrio Beatification Effect" graffiti program core value: to provide positive interventions that
foster wellness in the lives of youth of color in Ramona Gardens. Notik, Man One, and King
Create creative works go unrecognized by mainstream society due to the stigmas placed on the
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graffiti. Therefore, it was significant to shed some light on them and give them the respect and
acknowledgment they deserve.
After speaking to the artists and explaining the COVID-19 restrictions, they confirmed
that they could offer the workshops through the online Zoom application. The artists had
experience designing and painting community-based graffiti murals with youth. I met these
artists through my earlier connections with graffiti artist networks and my involvement with the
South-Central Arts network based in Los Angeles. These artists provided a personal background
and samples of their artwork. Once selected, the artists were asked to share their testimonies in
one of the workshops held during the program.
Artists Bios.
Notik.
According to Notik, "The community needs something better, and that is what we do. We
beautify the neighborhood in a positive way. We have dedicated ourselves to changing our
community. A lot of people can come together by painting. That is amazing. You build friends
through paintings that sometimes bcome friends for a lifetime. Strangers can become friends just
by painting, and I love it." This passage is from our first guest speaker Notik, an artist from
South Central Los Angeles. He quit his nine-to-five job as a dental assistant to pursue his dreams
and establish a business in the arts and is an emerging artist whose work is gaining recognition in
Los Angeles graffiti circles. Notik's up-and-coming artistic career brings a unique perspective
because many artists already have an established career compared to Notik. He believes that
graffiti has the power to beautify communities and bring communities together. He has
developed his skills with his involvement in "K4P," a well-established graffiti crew based in
South Central Los Angeles. By earning respect in the streets, K4P boldly paints masterpieces in
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some of the ghetto's grimiest alleys, building credibility in the world-famous South-Central L.A.
Notik has been fortunate to work on a variety of murals and work with Snoop Dog and Dirt Dog.
Man One.
The second artist that came to speak to the youth was Man One. Man One is a Latino
graffiti artist who began his interest in graffiti as a young teenager in 1987 in Los Angeles. He
was 16 years old and began to practice the culture by riding the bus. He pointed out that when he
began to practice, “I instantly was drawn in and captivated by the idea of having the world see
my art.” Man One believes in the transformational power of art and its ability to save lives and
make the world a better place. He honed his talents as a fine artist and studied art history at
Loyola Marymount University, where he earned his bachelor’s degree in Fine Arts. Over the
years, Man One has worked with the U.S. Department of Health and Human Services' Centers
for Disease Control, The Mexican Consulate in the U.S., and most recently received a Speaker
and Specialist Grant by the U.S. State Department to work with the U.S. Embassy in Panama.
There he demonstrated to Panamanian children and teenagers how art could build self-esteem
and self-respect to overcome any situation.
King Create.
The third artist is Eric "King Create" Walker. He has been doing art for 40 years and
continues to do art on the scene, making a difference in helping others through art as therapy. In
the early '80s in Los Angeles, he made a name for himself in the art form called "Style Writing"
but commonly known as "Street Art' or "Graffiti Art." He has exhibited his masterpieces in
Pasadena USC Pacific Asia Museum, California African American Museum, Los Angeles
County Museum of Art, Museum of Contemporary Art, and the GETTY Museum Research
Institute permanent collection. As a commercial artist, he has worked for clients including
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McDonald's, Nike, General Motors, Dodge, and many more. His canvases have appeared in
music videos for MYA and Genuwine and films such as Friday After Next and Anchorman. His
creative diversity embraces many styles for almost anyone and is truly a force to be reckoned
with.
Program Implementation
Orientation: Workshop 1
In the first meeting, youth participants received an overview of the research study and the
graffiti-based art-program. I provided a brief history of graffiti, met other participants, and had
time to ask questions or receive any clarifications on the research and the program. In this
session, I asked the youth what they hope to gain from the program. Many of the youth wanted to
learn more about the history of graffiti. Most of them wanted to work on developing their skills.
Others wanted to be involved in something because they were bored at home due to COVID-19.
Overall, the program attracted several youth with different aspirations.
Virtual Mural Tour: Workshop 2
At the second meeting youth participated in a virtual mural tour utilizing Zoom. This part
of the program provided the youth participants the opportunity to virtually meet Notik, Man One,
and King Create and received general understanding on how graffiti art/muralism is currently
being utilized in the greater Los Angeles area. The goal was to provide youth with an
opportunity to meet local graffiti artists, hear their stories, and learn about their current projects.
Youth participants also gained an understanding of how local artists utilize art and graffiti
techniques in Los Angeles and exposed them to career pathways rooted in the arts.
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Figure 1. Zoom Snapshot of Notik, 2020, located in the Barrio Beautification Mural Tour, 2020
(photo courtesy of Francisco Lopez, 2020).
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Figure 2 & 3. Zoom Snapshot of Man One, 2020, located in the Barrio Beautification Mural
Tour, 2020 (photo courtesy of Francisco Lopez, 2020).

Figure 4, 5 & 6. Zoom Snapshot of Man One, 2020, Snapshot of zoom footage during Man Ones
virtual studio tour “Tokyo, Hongkong, and Los Angeles mural” Spray paint Acrylic 14 feet tall x
80 feet long, located in the Barrio Beautification Mural Tour, 2020 (photo courtesy of Francisco
Lopez, 2020).
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Figure 6 & 7. Zoom Snapshot of King Create, 2020, located in the Barrio Beautification Mural
Tour, 2020 (photo courtesy of Francisco Lopez, 2020).
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Mural Design and Theme Development: Workshop 3
The third workshop provided youth participants the opportunity to explore the process of
developing a collaborative mural design. In this workshop, participants learned about the
significance of art techniques, location, messages, and utilizing personal narratives or lived
experiences when designing a mural. While the workshop was in session, youth participants
expressed their stories and their connection to Ramona Gardens, the community that they live in,
and shared a sketch that they had worked on. In this session, youth participants also got hands-on
practice and drew some sketches. The sketches and the input that the youth provided during this
session were significant because this provided “King Create” the context needed to develop a
mural design that will eventually be transferred onto a wall in the near future.
Data Collection
I collected the data over two months during the hours when participants were available to
meet. I conducted a total of six semi-structured interviews that took place after the workshops. I
also collected data during the Zoom workshops by recording the meetings and capturing the
youth's emotions as they engaged in the live program. I transcribed the data and the
Transcribeme website, a high-accuracy video and audio transcription services. Photos and videos
were also captured through Zoom and by email. Additionally, I took notes in a composition
journal to capture participants' comments and exchanges and any emerging themes throughout
the entire project.
I developed the interview questions and divided them into three sections. The first part of
the interview focused on participants' background and connection to the community of Ramona
Gardens, including name, age, struggles, and their view of Ramona Gardens. The second set of
questions explored the youths' involvement at Legacy L.A. The last set of questions tapped into
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the youths' experience in the graffiti program and explored what graffiti meant to them, what the
art program provided them during this time, and how they felt about a graffiti program being
held at Legacy LA. The purpose of the interviews was to gain the participants' experiences living
in a low-income/ marginalized community and their perceptions of the graffiti program. These
interviews were held after the end of the graffiti program. I scheduled a Zoom meeting with each
participant individually at a time that they were available.
The transcriptions from the internet-based semi-structured interviews were coded to
reveal relevant themes through a thematic analysis approach. The stages in the thematic analysis
are: 1) immersing yourself in the data 2) generating initial codes or starting to pull out themes; 3)
searching for themes, where broad themes are created; 4) reviewing themes by questioning
themes that were created; 5) defining and naming themes where themes are further refined; and
6) producing a report by creating a paper or article (Riger & Sigurvinsdottir, 2016). Thematic
analysis was essential and suited my research because it was a flexible and accessible approach
for researchers to utilize to build a systematic and rigorous method to represent the data collected
appropriately. I identified themes and patterns from the art and the interviews.
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Findings
The research suggests that graffiti-based programs have psychological and psychosocial
benefits for participants. Eight participants provided narratives highlighting their experience
living in Ramona Gardens, their involvement at Legacy L.A., and their experience in the virtual
graffiti-based art program. They expressed their frustration with poverty, gentrification, overpolicing, and the negative media portrayal of their community. Four out of eight of the youth
disclosed that they had mental health concerns. The majority of the youth shared that they do not
have opportunities to practice graffiti without worrying about consequences. To add, the
COVID-19 pandemic exacerbated the already existing conditions that led to personal everyday
hardships that included boredom and isolation from others. Out of the eight participants, six of
them participated in the semi-structured interviews. Across the interviews, four main themes
emerged: (a) Positive transformation with graffiti, (b) the significance of graffiti art programs to
prevent youth from becoming victims of crimes, (d) graffiti art as a form of youth resistance.

Emerging Themes
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Table 1 Age. Gender, Ethnicity, and Years Lining in Ramona Gardens
Participants

Age

Gender

Ethnicity

Years Living in Ramona Gardens

1. Steven

15

Male

Latino

3 years

2. Josue

20

Male

Latino

20 years

3. Jesse

21

Male

Latino

11 years

4. Gabriel

20

Male

Latino

20 years

5. Adam

19

Male

Latino

11 years

6. Mario

21

Male

Latino

21 years

7. Jordan

17

Male

Latino

3 years

8. Beto

20

Male

Latino

15 years

Positive Transformation with Graffiti: Healing & Building Resiliency
To get a sense of what graffiti and the graffiti-based program provided the participants, it
is critical to understand the participant's narratives as they connect graffiti with their lived
experiences in a low-income community. Four of the six youth currently reside in Ramona
Gardens. Four out of the six youth have resided there for more than ten years. All eight
participants expressed feeling overwhelmed due to the COVID-19 pandemic and their lowincome living conditions. Four out of six shared simultaneous concerns about gang activity,
over-policing, and gentrification. One out of six participants have been arrested for vandalism.
All six-youth expressed that a graffiti program like "The Barrio Beautification Effect" was
therapeutic, motivating, and can positively affect their community.
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Figure 8. Canvas painting, The Rose that Grew from Concrete, youth artist, 2020 (photo
courtesy of Francisco Lopez, 2020).
A dominant theme illuminated across the youth's interviews was a desire to escape from
day-to-day stress. The opportunity to create graffiti in the program provided the participants the
opportunity to escape from stressors. Participants also pointed out that they struggle with
verbally expressing themselves and visual art provides another medium of communication.
Connection to others during the COVID-19 pandemic times was crucial. The aim of the project
was to provide a continuous healing space. Though the “Barrio Beautification Effect” had no
clinical interventions, a medium for self-expression is a coping mechanism outside of the clinical
process, and it can create resilience for those who are living in poverty, especially during the
pandemic (Bopp, Grebe, & Denny, 2019). Mario, one of the participants is 21 years old, and has
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been living in the community for 10 years. Mario did not participate in the interviews;
nevertheless, during the “Mural Design & Technique” workshop he shared that he is constantly
pulled over by police officers while walking in the neighborhood. Mario aspires to make a career
in the arts and hopes to become a tattoo artist. Mario shared “Rise Above” (Figure 8), a painting
he made prior to attending the program. The participant shared what “Rise Above” signified to
several Ramona Gardens youth:
What you see here is obviously the Ramona Gardens buildings (Youth describing his
artwork displayed on the screen). You can see the sun coming out. You see the cracks on
the cement and a rose that grew from concrete. I express the rose that grew from concrete
because I really go all about that, you know. Knowing Tupac's story has a lot in common
with how I grew up and not only me but a few other community members. I feel like we
are all roses that grew from concrete. You know what I mean. Each of us has experienced
our own personal struggle, big or small, whether physical, emotional, or mental. You can
always succeed. Go for it.
"The Rose that Grew from the Concrete'' is a metaphor created by Tupac Shakur (1999), an
influential hip-hop artist, to promote hope and resiliency. According to Duncan-Andrade (2009),
Tupac referred to young people who emerged in defiance of socially toxic environments as "the
roses that grow from concrete." The rose, despite its harsh conditions, concrete contaminated
with toxic chemicals, still blossoms. It is painful to grow in such an environment because all of
the necessities for healthy growth (water, sun, and nutritious soil) must be difficult to attain.
Duncan-Andrade builds on Tupac’s metaphor to express the additional hardships urban youth are
more likely to face in their neighborhood. Although it is almost impossible for urban youth to
blossom in a community with different social stressors (poverty, marginalization, oppression,
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racism, violence), there is hope for youth to develop resilience in times of turbulence and
struggle. Grebe (2019) explains that artmaking is a tool to develop coping strategies as it can
“offer refuge from intense feelings of stress, anxiety, and terror; providing a container to capture
the felt response to the trauma experience" (p. 23). In this case, Mario utilized his drawing as a
metaphor to develop hope and resiliency. According to Bopp and Grebe (2019), “Creating a
metaphor to represent the experience removes the emotional connection, allowing the creator to
figuratively work out a path forward or a resolution to a problem” (p. xx). Mario struggles with
getting his art recognized and wants to be validated by people that were not raised in Ramona
Gardens, nevertheless, he is proud of being raised in Ramona Gardens.
Being in the Moment
The graffiti-based program offered youth a platform to build coping techniques, in
particular, the ability to “be in the moment.” All participants expressed that the virtual graffiti
program and practicing graffiti allowed them to “be in the moment,” which was an escape from
day-to-day responsibilities and stress. According to O'Donnell (2013), "Making art can help us
become mindful at the moment, just like when one learns to be present at the moment through
the practice of mindfulness meditation" (p. 9). When practicing art, it is common to lose oneself
in the experience of making art while being focused and engaged in the process. Steven, age16,
has lived in Ramona Gardens for three years. Steven was diagnosed with diabetes, and he has
struggled with adjusting to new diet restrictions. He mentioned his diabetes elevates his stress,
and he struggles to cope. He described the graffiti program and graffiti as a "place where you can
take a break from the world where you can draw and think. I will use graffiti as a place to
meditate when I am stressed."
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Although practicing graffiti did not provide a solution, it did allow him to regulate his
stress. Josue, age 20, a first-generation college student living in a single household with his mom
and two siblings. Josue has been living in the outskirts of Ramona Gardens for 20 years. One of
the main struggles that he is currently encountering is completing his general education
requirements in East Los Angeles Community College (ELAC). He really wants to break the
academic pattern in his family and be the first one in his family to get a four-year degree. Jose
struggles with verbally expressing himself and this has made it very difficult for him to thrive in
college, and COVID-19 has intensified his college experience. When asked to describe graffiti
and the program he said as:
It's [graffiti]A passion and a distraction to get out of my own problems or
whatever I am going through. It's something where I can chill and vibe with my
own music. Well, it's like a hobby. When someone has a hobby or just puts it like
this, it's like playing a sport. Some people do it because they like it, they want to
get good at it, and they play because they want to get distracted from what is
going on in their house or school. It's something where they can bring out their
anger or sadness.
When Josue was asked to describe his experience in the program, he states the program provides
him with:
a space to be in the moment and to get distracted and get more experience and get
some new ideas from certain people. For me being in the moment is to forget what
is going on in the outside world and focus on the art because we were doing art.
Beto, another youth participant, is 20 years old and grew up in Ramona Gardens. He lives
with his mother and siblings. Before the global pandemic Beto was attending college but
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had to put a stop to school to support his family with finances. At the age of 11 Beto had
an operation to get a tumor removed from his head. After the surgery Hector was visually
impaired. This is a struggle that Beto has been dealing with since being visually impaired
limits finding a steady job, thriving academically, or participating in hobbies. In addition,
there are very little resources available for the visually impaired population that makes it
very difficult for Beto to feel accomplished. As Beto was sharing his thoughts and feelings
when he reflected on what graffiti means to him and his experience in the art program, he
said:
I guess you're just focused on what you're going to put on the piece of paper. You're
not focused on any other issue that's happening right now, say, maybe your car
broke down, and you're not thinking about that right now. You're thinking about
the colors you're going to add to it, the style. And it kind of just takes your mind
off the stuff that's troubling you.
Beto, like the other participants, also feels like graffiti and the program allowed him to
disconnect from day-to-day stressors. Kossak, M. S. (2009) argues art-based practices can
support individuals to stay balanced, focused, and present to the moment. The author explores
transpersonal aspects of arts-based therapy and analyzes how utilizing the arts opens up an
environment where two individuals can enter into a synchronistic flow or therapeutic attunement
with each other. This is significant because, to tap into the healing process or to cope with daily
stressors, one must be present in the moment. In this case, graffiti provided the youth to
disconnect from stressors and “be in the moment.”
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Self-expression: Building up self-esteem & confidence

Figure 9. Zoom Snapshot of throw up, Hex, youth artist, 2020, located in the Barrio
Beautification Mural Tour, 2020 (photo courtesy of Francisco Lopez, 2020).
Participant testimonials also strongly center self-expression. All of the youth stated that
the program allowed them to express themselves. Five out of the eight participants were
previously or are currently in a special education program an Individualized Education Plan
(IEP). All of the participants express their frustration dealing with poverty, gentrification, and
over policing in their community. Steven mentioned that he recently struggled to control his
anger and emotions due to his attention-deficit/hyperactivity disorder. Steven fought with peers
in middle school and walked out of the classroom whenever upset. Outbursts of misdirected
energy were common forms of expression, and it would often get him into trouble at school.
After the program ended and during the interview, Steven mentioned:
I will use graffiti as a place to meditate when I am stressed. When I am happy or
sad, I am probably going to draw. This will be a way to take out my anger or let my
feelings out.
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In their article, Slayton, D'Archer, & Kaplan (2010) explain that art has been found to provide a
response to the consequences of social problems. In this case, Steven now has a tool rooted in the
arts that can help him express his emotions instead of lashing out at adults or starting fights with
peers. On the other hand, Josue expressed how current life events like the pandemic and the
social unrests impacted him. Josue is usually a very quiet person and has always been very
motivated. Current events such as the death of George Floyd in Minneapolis, shooting of
Breonna Taylor in Kentucky, and the murder Adam Toledo in Chicago, the youth have been
exposed to violence on Black and Brown bodies via social media/news outlets. The pandemic
and the social unrest due to police brutality has really impacted him, and now he is very
withdrawn from school and positive activities. When asked to describe what graffiti and the
program meant to him Josue said, “I am not good at talking. If I can draw it, it is like the only
way that I can escape. This helps me not overthink about my problems or to stress about what I
am feeling." During the interview, Josue mentioned that he had lost motivation to continue
working on his general education requirements due to the pandemic. Distance learning limited
his educational experience and his grades have suffered. The financial struggles of living in a
single parent home were exacerbated by COVID-19. Mom is an essential worker and because of
COVID-19 and shelter in place orders, Josue and his siblings had to navigate remote learning
and childcare on their own. Much of that responsibility fell on Josue. He mentioned:
Once this semester is over, I'm going to go back to practicing my graffiti. What it
[graffiti] means to me is like when I get mad or something, when I am feeling

stressed, I just get my black book and tag and draw. I feel like it is the only way to
keep me calm.
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Scholars have found that writing graffiti allows practitioners the evocation of distressing
emotions in a safe space, and this affirms, "that one is not alone in grief, anger, shame, or a sense
of helplessness" (Klingman & Shalev, 2001, p. 406). For Josue, the pandemic brought down his
motivation to continue higher education; nevertheless, graffiti allowed him to express these
emotions, which has helped him keep calm.
Gabriel is 20 years old and has been living in Ramona gardens all of his life. Gabriel
wants to become a muralist and is very passionate about art. He is currently still trying to
complete his high school requirements to get a diploma. Gabriel currently has an Individualized
Education Plan because of his short attention span. This creates obstacles for him to complete
assignments or goals that he sets for himself. Nevertheless, Gabriel expressed that this program
was therapeutic. Gabriel said:
This program is really special actually- well when I was a kid, I would not really
communicate because I would just draw, you know. That would be an escape--that would be a way to feel free in a way. I was like, hey, you're in a safe space--your good. And drawing has really helped me with my ADHD, and it is
therapeutic in a way.
Although analyzing the benefits of graffiti on youth that have mental health concerns was not
part of my research objectives, these studies show that graffiti, just like other art forms, can also
provide adolescents with mental health concerns a way to express themselves. Self-expression is
key to self-discovery and once individuals find ways to express themselves this provides them
with the confidence to engage with peers and the community (Lee, Currie, Saied, & Wright,
2020). To add to this, Beto was one of the main contributors to the dialogues during the program.
Although he is visually impaired, his sketches and input during the “Mural Design and
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Technique” workshop significantly contributed to the dialogue. When asked what graffiti means
to him, he stated:
Graffiti to me is like-- not everybody knows how to express themselves. Some
people write songs. They write poems, they write in a diary. Some people, they
can't do that. Some people, they got to paint it out, and that is what it was for me.
Hitz (2019) states that “Visual art at its core, is non-verbal and provides a new way to
communicate that does not require words” (p.198). This is significant because visual arts can
provide a safe space where feelings and thoughts can be expressed without words.

Figure 10. Mural design, Power Up, Love Your Community, artist King Create, 2020, (photo
courtesy of Francisco Lopez, 2020).
After the workshops, the lead artist King Create gathered youth sketches and digitally
designed how the mural will display on a wall. The mural design was inspired by the input of the
participants and was put together by King Create, an established graffiti artist. The digital mural
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design is displayed in (Figure 10). When asked how they would feel upon seeing the complete
community mural in Ramona Gardens, Steven expressed a sense of belonging:
I like graffiti because when you work on a mural that you helped out in you can go
back to that place where it is, and you can tell yourself ‘I am proud of myself
because I helped do this.’ That painting could probably stay there for a long time
and wherever you go there you can always be proud of yourself because you did
that.
Gabriel expressed enthusiasm in leaving a legacy within the community:
This program has given us a chance to put our mark into what future generations
will see. They are going to ask who did this and my name is going to be on there
because I put my part into doing what really matters in what's going to come out in
the mural. Leaving my mark. I mean I am thrilled to know that maybe my grandson
will come and see this and say my grandpa did this. It's awesome you know.
Beto expressed a sense of achievement:
I would have to say excitement. If the mural is there when all this COVID stuff is
done, every time we go to Legacy, it's like, "Damn. I was a part of that. I thought
of that." And it gives you kind of just a little feeling of success, I guess you could
say. Because it's like, "Damn, we did that.”
All of the youth expressed the notion of fulfillment knowing that this mural design will be
painted on a wall in their community after the pandemic. These quotes or comments that the
youth made show that they felt a sense of belonging and felt that they were making a positive
contribution to their community. The idea of leaving a mark and making a contribution to their
community really provided youth a sense of excitement and pride.

47

Connection to others and building community
The graffiti-program opened opportunities for participants to connect with others and
build relationships as graffiti is a communal process (Gallagher & Renner, 2020). Graffiti
practitioners connect to learn from one another. Participants all expressed frustration, isolation,
and boredom due to the COVID-19 restrictions. Beto explains that:
The time we did meet up, I felt good because you're not-- now with the pandemic,
it's like, "Oh, no. You can't go see her. You can't go see your prima (cousin). You
can't go see your homie down the block. So, it felt good.
Hilts (2019), a non-clinical arts practitioner states that “Relationships are at the core of how we
live and who we are as human beings. Our desire for human interaction comes from how we are
wonderfully designed and factors into how we mature, grow, and survive” (p. 193). When
practicing art in a collaborative effort it immediately opens up opportunities for communication
and interaction between the individuals involved in the art process. This graffiti-based program
offered the participants the opportunity to learn from each other and from the graffiti artists
during the workshops. Participants also mentioned it was inspiring to hear the testimonios of the
artists they met during the virtual tour. After one of the workshops Gabriel showed his
appreciation towards King Create. Gabriel told him:
I really appreciate what you are doing for all of us. Like you said not a lot of artists
do this and give us youngsters the opportunity to express ourselves through art. I
completely agree with you. Art does make the world go around because everyone
has designed everything before seeing it. This is really deep. I really like it. I would
love to be able to work with you. Thank you!
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In his studies revolving expressive therapies Kossak (2009) explores how art-based practices
facilitates the process of “therapeutic attunement” (p.13). According to Kossak (2009),
therapeutic attunement is “the ability to stay centered, aligned, present, and alert to the moment
that helps to create a therapeutic connection” (p. 13). This connection between two individuals,
in this case a therapist and a client build trust and empathy, which allows for the healing process
to take place. Other scholars note that the attunement process that art opens up between people
can also take place in a non-clinical setting (Wallace-DiGarbo & Hill, 2010; Hitz, 2019).
For example, during the mural design and technique workshop all of the youth shared a
drawing and explained what that drawing means to them. Many metaphors came up in the
drawings. During the interviews I asked, “What feelings or emotions came up for you as we were
doing the program and you were meeting these artists and we were brainstorming as a team
together?” Jesse is another participant. He is 20 years old and has been living in the community
of Ramona Gardens over 11 years. Jesse encountered a high level of neglect in high school
during the 11th grade. His teachers and counselors gave up on him and did not believe that he
was going to graduate high school because he was missing credits. Nevertheless, Jesse applied to
night school and took summer school courses to meet the high school requirements. Now, Jesse
is struggling to find a job, and the pandemic has limited job opportunities. As Jesse was
reflecting on the program and the communal process, he said:
I felt like it was cool. I don't know, I just felt like it was cool that everybody was
just putting their own ideas into one little mural and how the murals that you guys
showed us, that foo Notik, I think that's the name, Notik, that's pretty beast. Mario’s
piece was badass (the image of the rose that came out of the concrete), I'm not going
to lie. I felt like that one had a deep meaning to it how it just had the rose growing
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out of the cement. What does it mean to me? I don't know if it meant to him the
same, but what it meant to me was even at your worst times or tough times, you
could still continue to grow and hope for better things. I don't know, that's what I
thought of. It reminded me that even at your lowest you can still grow and learn
from it, and that's what I hope for is that I learned from my struggles.
Jesse was noticing his peer’s artwork and positively affirming another peer, and this shows
that this program provided the participants the opportunity to build positive relationships.
This is significant because while Jesse was reflecting on the image of the rose that grew
from concrete the concepts of resiliency and hope came up for him. Jesse shared a feeling
of hope after seeing and hearing his peer share his artwork. While this did not solve his
financial situation, he did state that he “learned from my [his] struggles.” This comment
suggests a more resilient outlook. Jesse’s praise and admiration of Notik and Mario shows
his appreciation for peer learning.
Graffiti Spaces Really Don't Exist

Figure 11. Zoom Snapshot of throw up, run for your Life, artist youth participant, 2020, located
in the Barrio Beautification Mural Tour, 2020 (photo courtesy of Francisco Lopez, 2020).
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When asked “Have you had any negative responses to graffiti from authority? In this
context authorities meant police officers, teachers, counselors, parents, and etc. All participants
had a story. Adam described the time he got caught tagging by a L.A.P.D. officer and explained:
There was a lot of shit going on in my head. What if I go to jail? What about this?
What's going to happen next? It was not a good experience. For me, I really felt
spaced out about it. I was going through something that day. I wanted to cope with
it, so I was like fuck it let me just do this and basically caught a spot [tagged on a
pole]. I got caught up for running.
During this time Adam was dealing with social-emotional dilemmas. He felt he needed to
express his emotions somehow, so he decided to write on a pole with a marker in a city street
outside of Legacy L.A. without noticing that a police officer was watching him. As soon as
Adam was done writing on the pole, he was pulled over by the police because he was tagging, he
was perceived as a gang-member and subsequently questioned. Fortunately, Legacy L.A. staff
was on-site and advocated for the participant. He was released shortly after. Adam reflected on
his experience with the cop and how his tagging expression was perceived and was associated
with gang culture. Adam shared that he wished that he had a safe way to express himself through
graffiti. The program provided Adam a decriminalized, artistic space to practice his medium.
Rios (2010) explains that, expectations of manhood in the streets and other settings, dictated
boys to repress their emotions. “This combination of emotional alienation and repression of
emotions may have led some of the boys to commit ‘crimes of resistance’ (Rios, 2000, p. 110).
According to Rios (2010), crimes of resistance are crimes that seem petty such as stealing a bag
of chips, talking smack to a police officer, or fighting. Individuals are conscious about the system
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that criminalizes them, according to Rios. In Adam’s case, tagging up is a way to cope with the
emotions that he was bottling up.
All participants expressed the positive benefits that graffiti and a graffiti program can
have in their community. Participants were in disbelief that a graffiti program was possible.
Legacy L.A. attempted to establish a graffiti program in the early 2000’s, and it did not flourish
because there was not a graffiti artist with the capacity to make a graffiti program flourish. Ever
since Legacy L.A. has not been able to provide opportunities for youth to develop their graffiti
skills. As Beto reflects on the positive impact that a graffiti program can have in the community,
he said:
It's going to keep the kids off the streets and I'm like, "That is a major-- they're not
lying." While that program [the graffiti program previously implemented at
Legacy L.A.] was gone, I'm not going to lie. I did go tagging behind a few walls
and stuff, but I feel like if that program was there, I would never have done that.
When Beto began to elaborate what a program like this means to the community he said:
Well, for me, it means-- how do I say it? We have a place where we know if we go
there, we could practice and there are no consequences. There's nothing like, "Oh,
we're going to be fined." It's just a safe place, I guess you could say people with the
graffiti talent have a safe place to go to.
Beto highlights that this program provides youth alternatives. Instead of tagging in the streets
where they risk getting caught and cited by police officers, they can go to Legacy L.A. Gabriel
further elaborates:
I mean if we can educate people and the youth, we can teach them the ways on how
to do things you know---what's legal and what's illegal to do when you are trying
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to put your art out there. Or what's the right thing to do when a certain situation
happens. Or it just exposes us to different ideas and whatnot. Well in the past I was
told that I wasn't going to win any money off of art, off of doing murals, off of
drawing, and really got discouraged. I didn't want to do anything but know that I
have worked with Create and found out that he is getting a lot of money that really
encourages me and influences me in a way that I can reach for that dream. I can
just draw and get bank [make a good income] you know. That is the dream job right
there.
By meeting graffiti practitioners that have established a career creating graffiti, Gabriel and other
youth were inspired knowing that there are career pathways that a graffiti artist may follow. This
program created a positive environment where the participants can flourish in their artwork and
lead to positive effects in the community. Jesse was another participant that was in disbelief that
a graffiti-based program was going to be taking place at Legacy L.A. During the interview Jesse
said:
At first, I didn't think it was going to happen, low key. But I think it's cool because
there's a lot of kids that are around the neighborhood, there's a lot of gangs
everywhere, and they probably all started off tagging and shit. So, I feel like it's
cool that they can just go to a place instead of tagging outside in public and getting
arrested and shit, I feel like it's cool that they have an area to just do something with
the community, make something like a mural. I think that's cool.
Steven added:
I think it [having a graffiti program] is pretty cool because nowadays people get
caught doing things that are not good. Instead of kids being involved in negative
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stuff they can be involved in graffiti art and that where they can take out all of
their stress of the week.
Lastly, Josue also commented on how a graffiti-based program can provide youth
options to practice their craft. Josue said:
The way I see it is that I see youngsters come and participate in the graffiti program.
It's better to have them come over here to Legacy L.A. than be out in the streets you
know. We have to keep them safe from not getting a ticket from the cops or getting
arrested and going to jail just for tagging up.
Rios (2005) states hyper criminalization of Black and Brown boys of color involves constant
punishment. An individual can feel stigmatized, outcast, shame, defeated, or hopeless from the
negative encounters by individuals who represent institutions of social control.” All of the
participants are aware of self and social context and that there are styles and behaviors practiced
by young boys/men of color that are often criminalized. In the case of this study, graffiti and
graffiti practitioners are criminalized. Therefore, providing a safe space where youth can freely
express themselves without having to worry about being judged or fined by the police is vital.
Rios (2010) explains that it is significant that communities develop what he calls a youth support
complex, “a ubiquitous system of support that nurtures and reintegrates young people placed at
risk. This system must find creative ways to teach young people'' (p. 162). The “Barrio
Beautification Effect” helped youth develop their resiliency and resistance in a safe environment.
Graffiti is recognized as an asset and is a form of community cultural wealth.
Transformational Resistance through the practice of Graffiti
Since I am utilizing a critical race theoretical framework to analyze my study, I will be
analyzing graffiti in this section through Solórzano and Bernal’s (2001) transformational
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resistance perspective. One of the elements of transformational resistance is called external
resistance. Solórzano and Bernal (2001) argue that individuals who engage in external resistance
have a more, "conspicuous and overt type of behavior, and the behavior does not conform to
institutional or cultural norms and expectations" (p.325). Most research on racial justice
movements by critical race theorists in contemporary times mainly focuses on dismantling
racism in academia. Nevertheless, the components of transformational resistance in a community
and youth context still apply to this study. Hooks (1990) explains that it is vital that people of
color explore marginality as a site of resistance. When I asked Gabriel to explain how graffiti
and practicing graffiti can be a form of resistance he said:
I think about it like this, everything we do in this world is sending out messages--always sending out information like my voice is being recorded in this call to send
that message so you can hear my voice. All of that is information, and if you can
convert that information through art ---through an image that within itself is
powerful. Every little message, every little image, has its own message and
depending on what you feel---what your intention is that will reflect in your impact.
Then Gabriel provided examples of ways that graffiti can be utilized as a tool for protesting
against gentrification. He said:
What I can probably think of is that you can probably put-up signs and be like, hey,
this is what you are doing, and we are not up for it. You can put an emblem or a
sign that says and means that we will not move, or we are firm on the ground, and
you cannot uproot us like a tree.
To add to this, Beto further explains how graffiti has been utilized in Europe in massive
protests. Beto said:
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Well, it can bring resistance, because just like in-- I don't know the year, but in
Europe, they used a tag, and it was a resistance-type of thing because they were
being treated wrong. So, it can be used as resistance. Graffiti was utilized to
challenge concentration camps during world war two and the Berlin Wall. Also, in
France they used graffiti to protest against wars.
Most of the participants mentioned that graffiti can be used as something positive. Yosso (2006)
explains that counterstories are vital tools that have the potential to challenge the stigmas that
racism creates. According to Solórzano & Yosso (2002), a counterstory can be described as a
method of telling the stories of those whose experiences are not often told (i.e., those on society's
margins). An interview question that I asked was, "In what ways might youth graffiti art
programs be beneficial to youth in your community and the community? In what ways might the
graffiti mural project impact the community or yourself? Gabriel answered:
I feel like if you put one [graffiti mural] like that, people will get more accustomed
to seeing that type of art. I feel like we will grow accustomed to seeing graffiti and,
little by little, embrace it and see it as an art form---not as a malicious act or a crime.
There have been different connotations to it. People tend to associate graffiti with
gangs, and they affiliate gangs with crimes. There should really not be a link there,
you know.
Moreover, when Adam was asked to explain what graffiti means to him, he said:
Graffiti--well, what I taught myself and what I heard or seen, I would like to use it
in a positive way for my community if I can do it and do murals. I want to use it in
a positive way for my own community---for my own benefit. It is one of the things
that I am passionate about, learning new skills and doing my art stuff. As I said, I
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am self-taught. I want to learn more to upgrade my skills. Graffiti is one of the OG
art forms you know in our community. It comes with our culture. It comes where
we come from. In Mexico, you see people using graffiti, it is basically here too, but
I see that people try to make the best of graffiti-like drawing cool classic stuff. I
like old-school writing. It just catches my eyes, it's sick, and it's a beautiful
thing, you know. We can use it as something positive.

Figure 12. Zoom Snapshot of throw up, I Love my Hood, youth artist 2020, located in the Barrio
Beautification Mural Tour, 2020 (photo courtesy of Francisco Lopez, 2020)
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According to Solorzano & Bernal (2001), participants' identification of graffiti as a
communal asset is an act of transformational resistance since they are redefining and reframing
stigmatized forms. Utilizing graffiti as a means to protest and challenge systemic inequities is
overt. Nevertheless, practicing graffiti or any other forms of culture criminalized by mainstream
society, community, and family is a form of protest. Youth in the program are utilizing practices
that are deemed deviant or criminal to many others. According to Rios (2010), these are resistant
identities. As one can see, the youth intentions are positive; nevertheless, the larger problem is
the "misrecognition" that mainstream society has towards practices or cultures that have been
labeled as deviant. In her studies Yosso (2006) explains that the majoritarian narratives are
usually told by people in power. These narratives usually contribute to racism since communities
of color are seen through a deficit lens. "Every day majoritarian narratives-embedded with
racialized omissions, distortions, and stereotypes-perpetuate myths that darker skin and poverty
correlate to bad neighborhoods'' (Yosso, 2006, p. 9). Master narratives distort the cultural
practices of people of color, such as graffiti. Master narratives create stereotypes. In Adam’s
case, he redefines the practice as a positive contribution to his community.
Misrecognition and the perceptions developed by majoritarian stories do not
acknowledge Adam’s intentions as positive. These findings show that a graffiti-based program
like other art-based practices has the potential to uplift young boys/men of color. Basting (2006)
points out that, “Effective arts programs are designed to provide access to connection with
friends, family, and extended community and access to ways of giving meaning to experiences,
feelings, and observations” (p. 17). In this case, the “Barrio Beatification Effect” had benefits
that include healing, building up confidence and resilience, and resistance. As many scholars
have noted, graffiti is a communal practice (Gallagher, V. J., & Renner, M. M, 2020; Kilingman
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& Shalev, 2001). Yosso (2006) points out that communities of color have the assets that she
labels community cultural wealth. The responses of the youth and artwork produced in the
program illustrate the psychological and psychosocial benefits that the “Barrio Beautification
Effect” can have in the lives of youth of color: healing, resiliency, and resistance.
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Conclusion
The research aimed to answer: how can graffiti muralism be utilized to develop
opportunities to create healing, resiliency, and resistance among adolescent Latino boys and
young men? I applied critical ethnographic methods and utilized a critical race theoretical
framework to analyze the data collected in this research study. Findings suggested graffiti mural
projects like the 'Barrio Beautification Effect" have positive psychological and psychosocial
benefits for the youth participants. Through an asset-based approach, I conceptualized the
benefits of graffiti to the practitioner and the community. The participants counter narratives
confirm the positive impact of a graffiti muralism program. I captured their comments through
the interviews that I conducted. Instead of viewing graffiti as a deficit and replicating the cycles
of racialization and criminalization, graffiti can be viewed as a strength that exists within
marginalized communities of color. Also, I established a safe space for youth participants to
embrace graffiti. Providing youth, the opportunity to practice graffiti without worrying about
being criminalized was vital given that safe graffiti spaces rarely exist. This research suggests the
“Barrio Beautification Effect” had a positive impact on the participants who tell counterstories
that shed light on graffiti art as an asset.
This graffiti-based program cultivated career pathways in the arts and provided nonclinical therapeutic remedies for individuals that have been diagnosed with a learning disability.
By meeting local graffiti muralists, youth participants were given hope that they can pursue a
career in the arts. The participants that had mental health concerns found the program helpful, as
it provided them ways to cope with their emotions and a positive way to express themselves.
Few studies examine how Latino communities utilize graffiti in adolescent art-based programs.
Since the practice of graffiti has expanded internationally, there is a need to explore the benefits
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of graffiti as a cultural and community affirming intervention. Latino males in the United States
continue to face racial discrimination and societal barriers that prevent them from reaching their
full potential; many are labeled at-risk, school dropouts, criminals, or vulnerable to gangs.
According to Seroczynski & Jobst (2016), "At least 18,000 Latino youth are incarcerated
annually, and they are two to three times more likely to be incarcerated than White youth." To
add to the "at-risk" label, Piechura-Couture, Heins, & Tichenor (2013) point out that, "Since the
1990s numerous studies have concluded that there is an over-representation of males and
minorities in special education." Culturally relevant restorative practices that decriminalize and
uplift the youth offer solutions. Through graffiti muralism, young Latinos can become agents of
change by contributing to their community through art. Young men of color can be included in
growth opportunities and develop a sense of pride and belonging with collective projects through
the skills of graffiti.
The small sample size limited my ability to assert that the experiences represent the
dominant experience of residents in Ramona Gardens. The experience of eight young men is not
a representation of thousands that live in the community. Therefore, how these findings will
generalize to other youth and populations in similar communities remains undetermined.
However, I hope that this research stimulates similar inquiries in different communities by
increasing awareness of how graffiti art can uplift marginalized youth and set a foundation for
future program developments. The COVID-19 pandemic also limited my interaction with
participants since no in-person activities were permitted and the project could only be conducted
online/through Zoom.
The time has come for the United States to develop what Rios (2010) calls "youth support
complexes.” Nonprofit professionals working with youth of color in marginalized communities
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should consider how they can center youth voices to establish restorative practices. Non-clinical
art-based practitioners should also consider how they can honor participants' talents and interests
to feel validated based on their graffiti-art talents. The country spends enormous amounts of tax
dollars to combat graffiti annually (Farrell, 2005; & Dickinson, 2005). However, graffiti
continues to make up most of the art in public spaces. City officials should channel funds to
develop youth graffiti-based programs. Instead of combating graffiti through prevention and
eradication, city officials can reinvent how tax-paying dollars are used to foster street art in safe
spaces.
Future studies may explore the benefits of graffiti art programs for youth placed in
special education programs and youth interested in careers in the arts. A surprising part of this
study was how many participants had mental health concerns and learning disabilities. There is
potential to see how graffiti-based programs can support participants with mental health concerns
and learning disabilities. Participants overwhelmingly expressed their interest in art careers and
learned how to apply their art skills in a career. It would be beneficial to see how graffiti-based
programs may inform career choices for youth. My research focused solely on male participants;
further research should also include women-identified individuals to see if interventions are also
beneficial for women. Also, important to recognize, the graffiti-based program in this research
was a non-clinical intervention. However, it would be compelling to see how clinical art therapy
interventions may integrate graffiti-based practices into clinical interventions with youth.
Historically youth correctional centers in the United States have damaged people that
were supposed to be helped. Youth correctional facilities have largely failed to get back on track.
Instead, youth correctional facilities provide too many elements that exacerbate the trauma and
negative experiences that youth have experienced. These realities are driving abolitionists and
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policymakers to re-think and replace juvenile detention centers with community-based programs.
(McCarthy, Schiraldi, & Shark, 2016). Based on current debates on criminalization of youth of
color, professionals developing community-based interventions for the system-involved youth
will require culturally relevant programs to engage adolescents. It would be critical to see how
this graffiti-based program can be incorporated into diversion programming.
Chicanax practitioners have contributed to the Hip-Hop graffiti movement and have
utilized graffiti as an artistic platform to move away from the Western canon (Latorre, 2008).
Chicanax graffiti practitioners work needs to be validated while simultaneously decriminalized.
Police have slain George Floyd, Breonna Taylor, and Adam Toledo while unarmed. I
recommend Chicanx Studies scholars who are interested in fostering Black and Brown unity to
explore the ways that both communities have utilized the culture of graffiti as a platform to
reclaim a sense of identity and heal from past trauma that is rooted in oppression and
colonization (Latorre, 2008). Utilizing graffiti to foster Black and Brown unity is a gap in my
research that can be further explored.
As a previous graffiti practitioner, I know the risks of practicing graffiti in the streets, and
I do not want other youth of color to experience the same encounters that I lived. This study was
a reminder that youth of color living in a low-income community interested in graffiti lack
support; there is little if any access to art galleries or affordable art supplies. The “Barrio
Beautification Effect” allowed these young men to have a safe environment to practice graffiti
and encouraged their art skills without backlash from society. Unfortunately, there are not
enough programs that provide these similar characteristics. This study sheds light on the
importance of community leaders coming together to support the youth and provide creative
ways for youth to express themselves. This research provides evidence that graffiti-based
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projects can foster healing, resiliency, and resistance with adolescent Latino boys and young men
of color.
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Appendix A
California State University, Northridge
MINOR ASSENT TO BE IN A HUMAN RESEARCH PROJECT
The Barrio Beautification Effect: Using Graffiti Art to Uplift Young Men of Color in Los
Angeles
We would like to invite you to participate in a research project. Participating in this project is
your choice. Please read about the project below and feel free to ask questions about anything
that you do not understand before deciding if you want to participate. A person working on this
research will be around to answer your questions.
Research Team:
Mary Pardo
Department of
18111 Nordhoff St. Northridge, CA 91330
Telephone Number: (818)-677-2734
Francisco Javier Lopez
Faculty Advisor:
Mary Pardo
Department of
18111 Nordhoff St. Northridge, CA 91330
818 677-2734
Mary.pardo@csun.edu
Project Location(s):
1350 San Pablo St, Los Angeles, CA 90033
What is this project about?
The project will focus on young men of color in Los Angeles age’s 13- 24 years and seeks to
understand how graffiti art can be used as a tool to uplift youth.
What will happen if you take part in the project?
These things will happen if you take part in the project:
1. Participate in a zoom orientation
2. Participate in a virtual Graffiti/Mural tour and meet a few local graffiti artists on zoom
3. Get the opportunity to work alongside a graffiti artist virtually and get exposed to mural
design techniques via zoom
How long will your participation in this project last?
You will be participating in the project for approximately 2 months. Individuals will
participate in a series workshops on zoom. Each workshop will be 2 hours long.
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This is the breakdown of the total hours that each participant will need to complete:
Total hours in 2 months
#1 Introduction
1 workshop via zoom
#2 Virtual Mural Tour
Meet 3 Artists
Total of 3 workshops via
zoom

2hrs

#3 Developing Themes
Total of 1 workshop via
zoom
Total hours commitment
for each participant

2hrs

2hrs x3

6hrs total

Total of 10 hours

Who will be told the things we learn about you in this project?
The data that is collected will be shared with the research committee and posted in the
CSUN library when completed. Only the people working on this project will be able to look
at the information we collect. If the program has the potential to expand to other parts of
Los Angeles, then the interviews, photos, and videos collected will be shared with local
organizations and schools.
We will not tell anyone what you tell us during this study without your permission. But, if
you tell us that you are in danger, or that someone is or has been hurting you, we may have
to tell people who are responsible for protecting children. They will make sure you are safe.
What are the possible risks or discomforts from being in this project?
Some of the possible discomforts of this project will be:
• Youth will have to tap into personal stories and share with group so feelings of
discomfort can arise
• Since this all of the program will be virtual eye irritation can also arise
For participants that may need psychological and/or physical care they may contact or visit
the following clinics:
Clinica Romero
Contact information: (213) 989-7700
Location: 2032 Marengo Street. Los Angeles, CA 90033
Amanecer community counseling service
Contact information: (213) 481-7464
Location: 1200 Wilshire Blvd #200, Los Angeles, CA 90017
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TERMS & CONDITIONS:
I understand that my child may be involved in various activities with other youth, staff,
representatives, and volunteers, and that it is foreseeable that accidents, incidents, or injuries may
occur and/or that my child's property may get lost or damaged. I assume full responsibility,
including financial responsibility, for any and all losses involved in Legacy LA's activities. If
any emergency medical procedures are required while my child is in the care of Legacy LA, I
consent to Legacy LA staff or volunteers taking, arranging for, or consenting to the procedures
or treatment in his/her discretion, and acknowledge and agree this does not create a duty for them
to do so. I also give my consent to any medical facility to administer emergency treatment it
deems necessary for my child. In case my child needs to be transported for a medical emergency,
I understand that Legacy LA staff will contact 911 for emergency medical assistance. I
understand there may be a charge and I agree to pay for this service. I understand that Legacy
LA staff will make every attempt to contact the listed "Emergency Contacts" should my child
require medical attention.
What are the benefits from being in this project?
The potential benefit to you from being in this project might be:
• Learn the basics of mural designing
• Develop Art skills
• Get exposed to career opportunities in the arts
• Learn how to beautify your neighborhood and participate in a community project
Benefits to Others or Society
• Empower youth in community
• Expand the research on this field
• Expand the understanding of contemporary art
What if you have questions about this project?
You can ask questions any time. You can talk to the researchers, your family, or someone else in
charge before you decide if you want to participate. If you do agree to participate, you can
change your mind and end your participation without penalty. If you have questions about the
study, please contact a member of the research team listed on the first page of this form.
If you have any concerns or complaints about this project, or questions about your rights as a
research participant, please contact the Research and Sponsored Programs office, 18111
Nordhoff Street, California State University, Northridge, Northridge, CA 91330-8232, by phone
at (818) 677-2901 or email at irb@csun.edu.
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If you want to be in the study, sign your name below.
[If any part of the study is audio or video recorded, include a check box or signature line for
consent to be audio and/or video recorded.]
For example:
___ I agree to be audio recoded
___ I do not wish to be audio recorded
___ I agree to be video recorded
___ I do not wish to be video recorded
___ I agree to be photographed
___ I do not wish to be photographed
Signature of Participant

Age

Signature of Researcher

Date

Date
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California State University, Northridge
PARENT OR GUARDIAN CONSENT FOR CHILD PARTICIPATION IN RESEARCH
The Barrio Beautification effect: Using Graffiti Art to Uplift Young Men of Color in Los
Angeles
You are being asked to consent for your child to participate in a research study. This research is
a study conducted by Francisco Lopez as part of the requirements for the M.A degree in
Chicana/o Studies. Participation in this study is completely voluntary. Please read the
information below and ask questions about anything that you do not understand before deciding
if you want to allow your child to participate. A researcher listed below will be available to
answer your questions.
RESEARCH TEAM
Researcher:
Francisco Lopez
Department of Chicano Studies
18111 Nordhoff St.
Northridge, CA 91330
Telephone Number 818-677-2734
Faculty Advisor:
Mary Pardo
Department of Chicana/o Studies
18111 Nordhoff St.
Northridge, CA 91330
Telephone Number (818) 677-1200
PURPOSE OF STUDY
The purpose of this research study is to explore how contemporary graffiti art can uplift young
men of color and provide a space of healing, resiliency, and resistance.
SUBJECTS
Inclusion Requirements
Your child is eligible to participate in this study if he is 13-24 years of age and identify as a
male. In addition, your child must also be involved with Legacy LA and live in the Ramona
Gardens neighborhood.
Time Commitment
Youth will be participating in the online-based project for approximately 2 months. Youth
participants will be a part of a series of workshops that will take up a total of 10 hours.
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This is the breakdown:
Total hours in 2 months
#1 Introduction
1 workshop via zoom
#2 Virtual Mural Tour
Meet 3 Artists
Total of 3 workshops via
zoom

2hrs

#3 Developing Themes
Total of 1 workshop via
zoom
Total hours commitment
for each participant

2hrs

2hrs x3

6hrs total

Total of 10 hours

PROCEDURES
The following procedures will occur:
1. First, the youth will participate in an introduction/overview via zoom. This introductory
workshop will give the participants an in-depth understanding of the project and highlight
the learning outcomes
2. Secondly, the participants will meet 3-5 local artists on a virtual mural tour on zoom. The
goal here is to provide youth with the exposure that can give them an understanding of
how local artists are utilizing art and graffiti techniques in Los Angeles.
3. Furthermore, the third workshop on zoom will explore the concept of mural theme
development and design. In this workshop, participants will learn about the significance
of art techniques, location, messages, and personal narratives when designing a mural.
RISKS AND DISCOMFORTS
Some of the possible discomforts of this project will be:
• Youth will have to tap into personal stories and share with group so feelings of
discomfort can arise
• Since this all of the program will be virtual eye irritation can also arise
For participants that may need psychological and/or physical care they may contact or visit
the following clinics:
Clinica Romero
Contact information: (213) 989-7700
Location: 2032 Marengo Street. Los Angeles, CA 90033
Amanecer community counseling service
Contact information: (213) 481-7464
Location: 1200 Wilshire Blvd #200, Los Angeles, CA 90017
TERMS & CONDITIONS:
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I understand that my child may be involved in various activities with other youth, staff,
representatives, and volunteers, and that it is foreseeable that accidents, incidents, or injuries may
occur and/or that my child's property may get lost or damaged. I assume full responsibility, including
financial responsibility, for any and all losses involved in Legacy LA's activities. If any emergency
medical procedures are required while my child is in the care of Legacy LA, I consent to Legacy LA
staff or volunteers taking, arranging for, or consenting to the procedures or treatment in his/her
discretion, and acknowledge and agree this does not create a duty for them to do so. I also give my
consent to any medical facility to administer emergency treatment it deems necessary for my child.
In case my child needs to be transported for a medical emergency, I understand that Legacy LA staff
will contact 911 for emergency medical assistance. I understand there may be a charge and I agree to
pay for this service. I understand that Legacy LA staff will make every attempt to contact the listed
"Emergency Contacts" should my child require medical attention.

BENEFITS
Subject Benefits
The potential benefit to you from being in this project might be:
• Learn the basics of mural designing
• Develop Art skills
• Get exposed to career opportunities in the arts
• Learn how to beautify your neighborhood and participate in a community project
Benefits to Others or Society
• Empower youth in community
•
•

Expand the research on this field
Expand the understanding of contemporary art

ALTERNATIVES TO PARTICIPATION
The only alternative to participation in this study is not to participate.
COMPENSATION, COSTS AND REIMBURSEMENT
Compensation for Participation
Your child will not be paid for his/her participation in this research study.
WITHDRAWAL OR TERMINATION FROM THE STUDY AND CONSEQUENCES
You are free to withdraw your child from this study at any time. If you decide to withdraw
your child from this study, you should notify the research team immediately. The research
team may also end your child’s participation in this study if he/she does not follow instructions,
misses scheduled visits, or if his/her safety and welfare are at risk.
CONFIDENTIALITY
Subject Identifiable Data
All identifiable information that will be collected about your child will be kept with the research
data. The data that is collected will be confidential. Only the people working on this project
will be able to look at the information we collect. If the program has the potential to expand

76

to other parts of Los Angeles, then the interviews, photos, and videos collected will be
shared with stakeholders such as other community organizations and schools.
Data Storage
• All research data will be secured with strong IT measures
• All research data will be stored electronically on a secure protection.
• The audio/video recordings will also be stored in a secure location
Data Access
The researcher and faculty advisor named on the first page of this form will have access to your
child’s study records. Any information derived from this research project that personally
identifies your child will not be voluntarily released or disclosed without your separate consent,
except as specifically required by law. Publications and/or presentations that result from this
study will not include identifiable information about your child.
Data Retention
The researchers intend to keep the research data will be maintained 5 years.
Mandated Reporting
Under California law, the researcher is required to report known or reasonably suspected
incidents of abuse or neglect of a child, dependent adult or elder, including, but not limited to,
physical, sexual, emotional, and financial abuse or neglect. If any researcher has or is given such
information, he may be required to report it to the authorities.
IF YOU HAVE QUESTIONS
If you have any comments, concerns, or questions regarding the conduct of this research please
contact the research team listed on the first page of this form.
If you have concerns or complaints about the research study, research team, or questions about
your child’s rights as a research participant, please contact the Research and Sponsored Programs
office, 18111 Nordhoff Street, California State University, Northridge, Northridge, CA 913308232, by phone at (818) 677-2901 or email at irb@csun.edu.
VOLUNTARY PARTICIPATION STATEMENT
You should not sign this form unless you have read it and been given a copy of it to keep.
Participation in this study is voluntary. Your child may refuse to answer any question or
discontinue his/her involvement at any time without penalty or loss of benefits to which you and
your child might otherwise be entitled. Your decision will not affect your relationship with
California State University, Northridge. Your signature below indicates that you have read the
information in this consent form and have had a chance to ask any questions that you have about
the study.
Your child will be provided with an assent form that explains the study in language
understandable to a child. A member of the research team will also read the form to your child
and answer any questions your child may have. Your child will be asked to sign the form only if
he/she agrees to be in the study. If your child does not wish to be in the study he/she will not be
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asked to sign the form. In addition, if after signing the assent form your child changes his/her
mind, your child is free to discontinue his/her participation at any time.
I agree to allow my child to participate in the study.
[If any part of the study is audio or video recorded, include a check box or signature line for
consent to be audio and/or video recorded.]
For example:
___ My child may be audio recorded.
___ My child may not be audio recorded.
___ My child may be video recorded.
___ My child may not be video recorded.
___ My child may be photographed
___ My child may not be photographed
___________________________________________________
Parent/Guardian Signature

__________________
Date

___________________________________________________
Printed Name of Parent
___________________________________________________
Printed Name of Minor Participant
___________________________________________________
Researcher Signature
___________________________________________________
Printed Name of Researcher
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__________________
Date

California State University, Northridge
CONSENT TO ACT AS A HUMAN RESEARCH PARTICIPANT
The Barrio Beautification Effect: Using Graffiti Art to Uplift Young Men of Color
in Los Angeles
You are being asked to participate in a research study. Barrio Beautification Effect, a study
conducted by Francisco Lopez as part of the requirements for the M.A degree in Chicano
Studies. Participation in this study is completely voluntary. Please read the information below
and ask questions about anything that you do not understand before deciding if you want to
participate. A researcher listed below will be available to answer your questions.
RESEARCH TEAM
Researcher:
Francisco Lopez Department of Chicana/o Studies
18111 Nordhoff St.
Northridge, CA 91330
Telephone number: (818)-677-2734
Faculty Advisor:
Mary Pardo
Department of Chicana/o Studies
18111 Nordhoff St.
Northridge, CA 91330
Telephone Number: (818) 677-1200
PURPOSE OF STUDY
The purpose of this research study is to explore how contemporary graffiti art can uplift young
men of color and provide a space of healing, resiliency, and resistance.
SUBJECTS
Inclusion Requirements
You are eligible to participate in this study if your 13-24 years of age and identify as a male. In
addition, you must also be involved with Legacy LA and live in the Ramona Gardens
neighborhood.
Time Commitment
Youth will be participating in the online-based project for approximately 2 months. Youth
participants will be a part of a series of workshops that will take up a total of 10 hours.
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This is the breakdown of the total hours that each participant will need to complete:
Total hours in 2 months
#1 Introduction
1 workshop via zoom
#2 Virtual Mural Tour
Meet 3 Artists
Total of 3 workshops via
zoom

2hrs

#3 Developing Themes
Total of 1 workshop via
zoom
Total hours commitment
for each participant

2hrs

2hrs x3

6hrs total

Total of 10 hours

PROCEDURES
The following procedures will occur:
4. First, the youth will participate in an introduction/overview via zoom. This introductory
workshop will give the participants an in-depth understanding of the project and highlight
the learning outcomes
5. Secondly, the participants will meet 3-5 local artists on a virtual mural tour through
zoom. The goal here is to provide youth with the exposure that can give them an
understanding of how local artists are utilizing art and graffiti techniques in Los Angeles.
6. Furthermore, the third workshop on zoom will explore the concept of mural theme
development and design. In this workshop, participants will learn about the significance
of art techniques, location, messages, and personal narratives when designing a mural.
RISKS AND DISCOMFORTS
Some of the possible discomforts of this project will be:
• Youth will have to tap into personal stories and share with group so feelings of
discomfort can arise
• Since this all of the program will be virtual eye irritation can also arise
For participants that may need psychological and/or physical care they may contact or visit
the following clinics:
Clinica Romero
Contact information: (213) 989-7700
Location: 2032 Marengo Street. Los Angeles, CA 90033
Amanecer community counseling service
Contact information: (213) 481-7464
Location: 1200 Wilshire Blvd #200, Los Angeles, CA 90017
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Subject Benefits
The potential benefit to you from being in this project might be:
• Learn the basics of mural designing
• Develop Art skills
• Get exposed to career opportunities in the arts
• Learn how to beautify your neighborhood and participate in a community project
Benefits to Others or Society
• Empower youth in community
• Expand the research on this field
• Expand the understanding of contemporary art
ALTERNATIVES TO PARTICIPATION
The only alternative to participation in this study is not to participate.
COMPENSATION, COSTS AND REIMBURSEMENT
Compensation for Participation
You will not be paid for his/her participation in this research study.
CONFIDENTIALITY
Subject Identifiable Data
All identifiable information that will be collected will be kept with the research data. The data
that is collected will be confidential. If the program has the potential to expand to other
parts of Los Angeles, then the interviews, photos, and videos collected will be shared with
stakeholders such as other community organizations and schools.
Data Storage
• All research data will be secured with strong IT measures
• All research data will be stored electronically on a secure protection.
• The audio/video recordings will be stored in an external hard drive and put away in a
secure location
Data Access
The researcher and faculty advisor named on the first page of this form will have access to your
study records. Any information derived from this research project that personally identifies you
will not be voluntarily released or disclosed without your separate consent, except as specifically
required by law. Publications and/or presentations that result from this study will not include
identifiable information about you.
Data Retention
The researchers intend to keep the research data for 5 years. Then the data will be destroyed.
Mandated Reporting
Under California law, the researcher is required to report known or reasonably suspected
incidents of abuse or neglect of a child, dependent adult or elder, including, but not limited to,
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physical, sexual, emotional, and financial abuse or neglect. If any researcher has or is given such
information in the course of conducting this study, he may be required to report it to the
authorities.
IF YOU HAVE QUESTIONS
If you have any comments, concerns, or questions regarding the conduct of this research please
contact the research team listed on the first page of this form.
If you have concerns or complaints about the research study, research team, or questions about
your rights as a research participant, please contact the Research and Sponsored Programs office,
18111 Nordhoff Street, California State University, Northridge, Northridge, CA 91330-8232, by
phone at (818) 677-2901 or email at irb@csun.edu.
VOLUNTARY PARTICIPATION STATEMENT
You should not sign this form unless you have read it and been given a copy of it to keep.
Participation in this study is voluntary. You may refuse to answer any question or discontinue
your involvement at any time without penalty or loss of benefits to which you might otherwise
be entitled. Your decision will not affect your relationship with California State University,
Northridge. Your signature below indicates that you have read the information in this consent
form and have had a chance to ask any questions that you have about the study.
I agree to participate in the study.
[If any part of the study is audio or video recorded, include a check box or signature line for
consent to be audio and/or video recorded.]
For example:
___ I agree to be audio recorded
___ I do not wish to be audio recorded
___ I agree to be video recorded
___ I do not wish to be video recorded
___ I do not wish to be photographed
___ I agree to be photographed
_______________________________________________ __________________
Participant Signature
Date
___________________________________________________
Printed Name of Participant
___________________________________________________
Researcher Signature
___________________________________________________
Printed Name of Researcher
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__________________
Date

Appendix B
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Appendix C
Interview Questions
Background
1. Can you introduce yourself: name & age?
2. Are you currently in school, working, or what are your future career goals?
3. Can you tell me more about yourself? Whom do you live with? Do you have any
siblings? How many in the family?
4. Where were you born?
5. How long have you been living in the community?
6. What changes have you observed over time in the community? (If just recently moved to
Ramona Gardens community) Where did you live before, and what brought you and your
family to Ramona Gardens?
7. What do you like about your neighborhood?
8. Can you share any challenges that you or your family has overcome?
9. What are some things you don’t like about your community if any? Or how do you view
your community?
Connection to Legacy L.A.
1. How long have you attended Legacy LA?
2. What programs have you attended at Legacy LA?
Response to the “Barrio Beautification Effect
1. How do you feel, or what thoughts came up when you found out that we are planning to
begin a graffiti art program at the center?
2. Have you had any negative responses to graffiti from authority?
3. What does graffiti art mean to you?
4. What does this program mean to you?
5. Do you feel that graffiti can create resistance? If so, how?
6. What feelings or thoughts came up for you as you were doing the graffiti art project?
7. In what ways might youth graffiti art programs be beneficial to youth in your community
and the community?
8. In what ways might the graffiti mural project impact the community or yourself?
9. How will you be using graffiti now?
10. How has this project influenced you?
11. What did this virtual art-based program provide you during the time?
12. What comes to mind when you think about doing a mural in your community?
13. What did this virtual art-based program provide to you during the time?
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